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INTRODUCTION

Over the last few decades, the global circulation of audiovisual content has grown at an
impressive speed, reaching audiences far from the borders of the countries where it was
originally produced. This trend has drawn new attention to the field of audiovisual
translation, which plays a key role in making films, TV series, documentaries, and other
types of multimedia accessible to international audiences. As streaming platforms and
online media continue to expand, the demand for high-quality AVT has become more
evident than ever.

Among the various types of AVT, subtitling has gained particular relevance. Its
relatively low cost and fast production process, together with the fact that it allows the
original audio to be preserved, make it a widely used and appreciated solution. Subtitles
let the audience hear the authentic voices of the speakers, preserving a strong
connection with the source culture and language. For this reason, subtitling is not only a
technical task but also a cultural and creative one, which requires careful choices and a
deep understanding of both languages involved.

This thesis focuses on the field of audiovisual translation, with special attention to
subtitling. The aim is to combine theoretical knowledge with practical experience,
offering a complete overview of the topic. The thesis is divided into three main
chapters, each one addressing a specific aspect of the subject and gradually moving
from general considerations to a concrete case study based on my personal work.

The first chapter introduces the field of audiovisual translation, outlining its
development over time and presenting its main forms, such as dubbing, voice-over,
audio description, and localization. It discusses the main challenges AVT professionals
face when translating content that is not only verbal, but also visual and acoustic. In
fact, audiovisual products communicate through different channels at the same time,
and this makes the translator’s task particularly complex. The chapter ends with a short
section dedicated to the Italian context, where dubbing has traditionally been the most
popular form of audiovisual adaptation. I briefly reflect on why subtitling has had a
more limited diffusion in Italy and how this preference has influenced the way foreign

media is received.



The second chapter is entirely focused on the practice of subtitling. In the first
part, I explore the history of subtitling in recent decades and explain the difference
between interlingual and intralingual subtitles. I then dedicate a section to subtitles for
the Deaf and Hard of Hearing (SDH), which play a crucial role in making audiovisual
content more inclusive. Afterwards, I look at how subtitling varies depending on the
type of content, such as news reports, films, or video games, and how different genres
can influence the strategies used. I also discuss the technical and linguistic constraints
that make subtitling a unique type of translation, including space and time limitations,
and the constant need to remain clear, concise, and faithful to the original message. In
addition, I present some of the most common tools and techniques used by subtitlers to
deal with challenges like idiomatic expressions, humor, and culture-specific references.

The third and final chapter is dedicated to the practical part of this thesis. It
describes the process I followed while creating Italian subtitles for an English-language
documentary on artificial intelligence. I explain each step of the workflow, from
transcription and segmentation to translation, timing, and creation of the final video
with Italian subtitles. I also reflect on the difficulties I encountered, especially those
related to the technical complexity and the translation of specialized vocabulary,
technical terms, and scientific concepts, as well as to the solutions I adopted to make the
subtitles accurate and understandable for an Italian audience.

In conclusion, this thesis aims to provide a complete and clear view of audiovisual
translation, highlighting the importance of subtitling in making content accessible
across languages and cultures. By combining theoretical analysis with practical work,
my goal is to share some insights into the fascinating and often underestimated art of

subtitling, which combines language, technology, and creativity.



CHAPTER 1: AUDIOVISUAL TEXTS AND AUDIOVISUAL TRANSLATION

1.1 Multimodality, multimediality and syncretic texts

The terms multimodality and multimediality are created using the prefix multi-, with
one referring to mode and the other to media (Cosenza, 2008, 229). Mode refers to
organized forms such as image, gesture, posture, speech, music, writing, and other
similar items (Suciu et al, 2015, 34). Media is defined as organized means of
representing a message to others, i.e. the substance through which the message becomes
available to the others (Kress et al., 2001).

The term ‘multimodal’ refers to the integration of multiple modes within a single
medium, each contributing to enhancing the audience's comprehension of a product.
Etymologically, the term ‘multimodal’ refers to the mode of communication rather than
the specific tool or medium utilized. In this context, television and cinema are
considered to be multimodal media as they employ various modes of communication
such as sound, images, and occasionally text. In contrast, radio is classified as a single-
mode medium as it relies solely on auditory communication. The adoption of the term
‘multimodal’ marked a significant cultural transition in the debate surrounding new
media, as it shifted the focus from the technical aspects of media to their communicative
features and modes. In contrast to ‘multimedia’, the term ‘multimodal’ emphasizes the
importance of exploring not just the medium or technology used for communication
transmission, but also the manner in which communication is delivered, organized in
relation to the user, and ultimately the intended message (Bollini, 2001). Multimodal
communication has a long history and can be found in various forms, including printed
literary texts that utilize typography, margins, illustrations, colors, and images. Other
examples of multimodal texts include textbooks, user manuals, websites, comic books,
games, video clips, blogs, operas, songs, advertisements, technical texts, tags in
museums, medical brochures, tourist brochures, lectures with slides, and audiovisual
texts (Gambier, 2023).

Therefore, multimodality encompasses a wide range of text types and communication
methods and is now linked to various translation and localization practices (Jakobson,

1959; Reiss, 1971).



As far as ‘multimediality’ is concerned, media can be distinguished between old
and new media and between two interpretations of media, i.e. media as “technologies”
and media as “forms of communication” (Cosenza, 2008, 227). The latter refers to
culturally, socially, and historically determined rules, conventions, and organizational
structures that individuals adhere to when communicating through various technologies.
According to the author, anything that we are not yet familiar with, and that we cannot
fully or partially categorize within the existing rules and frameworks we adhere to, is
perceived as new (Cosenza, 2008, 227). Consequently, the concept of new is fluid and
changes over time: as we become accustomed to something, it transitions from being
new to known, and eventually, with the passage of time, becomes taken for granted and
considered old.

In recent years, in wealthy countries in the Western and Northern countries, media
described as “new” by encyclopedias have been changing at a much quicker rate than in
previous decades. This shift is driven not only by the swift development of
communication technologies but also by marketing and sales tactics employed for
technological products. These tactics often create trends and consumer fads by branding
items as "new", even when they do not involve any true innovation. The shifts brought
about by information technology, along with its marketing strategies, create a dynamics
in which it is challenging to fully adapt to any particular advancement in this area. The
swift turnover of technological innovations prevents us from becoming familiar enough
to view them as obsolete. As a result, the defining feature of new media is their
dependence on information technologies, which are inherently in a continuous state of
renewal (Cosenza, 2008, 228). Prominent examples of new media that have attracted
considerable attention over the last two decades include the Web, especially with the
development of virtual worlds, social media platforms, and the advent of Web 2.0,
marked by platforms that rely on content created by users, such as YouTube and
Wikipedia. Furthermore, the rise of e-learning, which facilitates remote education, and
e-government, which refers to the online interactions between public authorities,
citizens, businesses, and other governmental bodies, are significant advancements in
this area. The list of emerging new media is rapidly evolving, driven by technological
advancements and shifting cultural trends, which makes it increasingly challenging to

comprehensively account for and document every new development and innovation in



the field. However, a recurring theme in discussions of new media is the concept of
multimediality.

The concept of “multimedia” is increasingly integrated itself into everyday
language and communication, becoming a widely recognized term. However, it is
frequently employed imprecisely, which leads to ambiguity and varying interpretations
depending on the context in which it is used. It refers to a wide variety of elements,
ranging from multimedia messaging services (MMS) and web-based animations to
modern video games, all of which tend to fall under this broad term. The word
“multimedia” is sometimes used merely to indicate the digitalization of content and the
perceived sense of innovation that accompanies it, or as a means to draw consumers’
attention.

In the field of semiotics, the idea of “multimedia” can be effectively described
through the concept of a “syncretic text”. In a syncretic text, a single instance of
communication engages “a plurality of languages of manifestation”, meaning it
incorporates multiple semiotic systems that are diverse in nature (Cosenza, 2008, 229),
such as sound, visuals, and touch, along with varying forms of expression and content,
depending on the interpretation of “language” (Greimas & Courtés, 1986). Syncretic
texts can be found in various forms, including comic books, magazines, and print
advertisements. A more complex variant of syncretic texts is the audiovisual text, e.g.
films, television shows, and commercials, which merges visual and auditory
expressions, combining imagery with sound-based languages. This fusion includes
elements like music (e.g., themes, background scores, and soundtracks), sound effects,
and the various ways spoken language is conveyed through the auditory medium, i.e.
linguistic features, prosodic elements (such as pauses, vowel and consonant duration,
and stress), as well as paralinguistic aspects (such as tonal variation, volume, and vocal
quality) (Cosenza, 2008). In conclusion, the author defines multimedia as texts that
incorporate:

a) a variety of media, each representing different modes of communication;

b) a unified strategy for conveying the message across these media;

¢) combinations that challenge conventional associations, which we thus perceive
as new;

d) experiences that involve multiple sensory channels, enhancing the interaction.



1.2 The audiovisual product

Audiovisual products, e.g. films, television series, news programmes and documentaries
are complex multisemiotic systems that communicate meaning through various
channels simultaneously, which “cooperate to create potential meaning for the viewer”
(Dfaz Cintas & Remael, 2020). These works combine visual, auditory, and verbal codes,
creating a synthesis of multiple semiotic elements. Audiovisual products are comprised
of both verbal and non-verbal components, meanings directly conveyed as well as those
suggested through subtler forms of expression, which have a significant impact on
foreign language subtitling and dubbing (Pettit, 2004).

Sound in audiovisual media can generally be divided into two main components:
the verbal and the non-verbal. The verbal component includes spoken dialogues
between characters as well as the narrator’s voiceover, both of which play a
fundamental role in constructing the narrative and guiding the viewer’s understanding
(Rondolino et al.,, 2011). The non-verbal component, instead, refers to background
music, ambient noises, and sound effects, which are usually grouped together under the
broader term "soundtrack." These sounds are particularly important for creating the
mood of a scene, reinforcing its atmosphere, and supporting its emotional dimension.

The way in which these sound elements are employed depends largely on the
genre of the audiovisual product. Genres differ not only in terms of narrative structure
and visual style, but also in their communicative aims and discourse features. As Pettit
underlines, films and television series are based on performance, where actors play
fictional roles within a carefully developed plot. Their main purpose is to entertain,
often through dramatization and emotional involvement.

On the other hand, news programmes follow a much more formal and
standardized format. Presenters speak in a clear and objective way, aiming to
communicate information as efficiently and accurately as possible. Documentaries,
however, represent a different case. They generally feature real individuals, not actors,
who speak in a more spontaneous and natural manner. This contributes to a sense of
authenticity, even though the final product is still the result of editing and narrative
choices. Nevertheless, the boundaries between genres are not always easy to define.

Many audiovisual texts combine elements from different genres, and each one of these



not only influences the structure, but also the linguistic register that is considered most
appropriate, although these norms are often flexible and can vary (Kovacic, 1998).

In addition to genre considerations, understanding how meaning is conveyed in
audiovisual media also requires attention to the interaction between sound and image. In
this regard, films function on two interconnected levels. The first is the immediate level,
consisting of the images and sounds that the audience directly perceives. The second is
more conceptual: it is a narrative space that the viewer constructs mentally, based on
what is shown and heard, but also on what is suggested or implied. This double
structure allows the audience to follow complex narratives, imagine events that are not
directly represented, and engage emotionally with the story (Branigan, 1992).

One of the main challenges in AVT, particularly in practices like subtitling, is the
necessity of taking into account all the filmic sign systems when translating the verbal
content. This approach allows for a coherent and meaningful integration of the different
communicative elements, resulting in a unified multimodal experience for the viewer
(Diaz Cintas & Remael, 2020).

A deeper understanding of these multimodal dynamics is offered by Zabalbeascoa
(2008), who identifies four specific types of signs: audio-verbal (words heard), audio-
nonverbal (music and special effects), visual-verbal (written text), and visual-nonverbal
(picture and photography). According to the same author, a prototypical audiovisual

screen text should ideally meet three basic criteria:

1) An integration of verbal, nonverbal, auditory, and visual components, each
holding equal significance. This form of communication engages both the
viewers' visual perception (for observing, watching, and reading) and auditory
perception (for hearing speech and other sounds) during the entire viewing of
the audiovisual text. Some experts (Merino, 2001) argue that the concept of
audiovisual media does not necessarily require the presence of a screen,
suggesting that stage productions should also be incorporated within a
comprehensive theory of audiovisual translation (AVT).

2) The various components of an audiovisual text are designed to complement one
another and are therefore considered inseparable for achieving effective

communication. For instance, music is often selected to align with the visuals



and dialogue, or any other combination of audiovisual elements, regardless of
whether these components were created specifically for the production. In the
context of film, the music may be original or pre-existing; however, what holds
primary significance from a textual and communicative perspective is the
interplay among the music, script, and cinematography. Their combined effect
shapes how the audience interprets and engages with the production.

3) The production process is generally divided into three primary stages: (a) pre-
shooting, which involves activities such as scriptwriting, casting, and rehearsals;
(b) shooting, encompassing directing, camera operation, make-up, and acting;
and (c) post-shooting, including editing and cutting. However, this traditional
framework shifts significantly in the context of revoicing and subtitling, where

the visual elements and effects are typically considered untouchable.

As Diaz Cintas and Remael explain, meaning emerges from the simultaneous
combination of these various modes and the way in which the audience interprets them.
In the case of foreign-language productions, the auditory-verbal mode is the most
problematic, since it becomes inaccessible to viewers who do not understand the
original language. This can potentially disrupt the multimodal coherence of the text.
Subtitling and other forms of AVT aim to compensate for this gap and allow the target

audience to engage with the audiovisual product in a meaningful way.

1.3 Audiovisual translation: from the 1920s to the present

During the early 1900s, the distribution of silent films to international markets was
facilitated through various forms of interlingual mediation (Pérez-Gonzélez, 2020). This
included the use of translated intertitles, which served as a means of conveying narrative
and dialogue in silent films, and other methods to adapt the content for audiences
unfamiliar with the original language (Ivarsson 2002; Pérez-Gonzalez 2014; O’Sullivan
& Cornu 2018). With the advent of sound films in the late 1920s, new forms of
audiovisual translation were essential for ensuring the content was accessible and

comprehensible to audiences in foreign markets. Consequently, since the early 1930s,



audiovisual translation began to develop as a distinct field and gradually evolved into a
specialized branch of translation studies.

Nowadays, audiovisual content can be adapted and translates in various ways,
including subtitling for the deaf and hard-of-hearing, live subtitling, surtitling, audio
description, as well as interpretation through consecutive, simultaneous, or sign
language methods, and online translations by fans (Gambier & Jin, 2019). This
expansion of adaptation and translation modes is the outcome of two distinct processes
are operating simultaneously: on the one side, technological advancements have enabled
the development of more sophisticated and flexible services and programs; on the other,
the global nature of audiences continues to expand, driven by platforms like YouTube
and the widespread availability of films on the internet. Additionally, the involvement of
users and consumers in the creation and dissemination of information and audiovisual
content has grown significantly, alongside an increasing number of opportunities for

translation and adaptation.

1.3.1 Key concepts in audiovisual translation

Initial research on audiovisual translation (AVT) focused on the specific challenges that
set audiovisual texts apart from other types of content. In 1982, Titford introduced the
concept of “constrained translation”, drawing attention to the complexities involved in
aligning linguistic elements with audiovisual features. Building on this idea, Mayoral,
Kelly, and Gallardo (1988) broadened its scope to encompass all forms of multimodal
texts, underlining the importance of achieving “content synchrony” across verbal,
visual, and auditory components to maintain cohesion.

Chaume (2004, 41) further expanded on this idea by outlining some key principles
of AVT, including the inadequacy of linguistic theories in explaining verbo-iconic texts,
the significance of non-verbal communication, the influence of “noise” (i.e. cultural and
communicative disruptions), and the categorization of constraints within the various
modes of translation.

Following Bartrina and Espasa (2005, 85), the complexity of AVT stems fromits
mode of delivery and the interplay of simultaneous semiotic elements, such as images,

sound, and text. They pointed out the “redundancy” in audiovisual texts, where meaning



is communicated through overlapping verbal and non-verbal channels, presenting
translators with the challenging task of adapting both linguistic and non-linguistic
elements effectively.

A paper published in 1989 by Delabastita is considered a foundational work in
AVT. He describes AV products as a “multi-channel and multi-code” (Delabastita, 1989,
102) medium of communication, utilizing visual and acoustic channels while
incorporating a variety of codes: verbal (e.g., dialects), literary and theatrical (e.g.,
narratives), proxemic and kinetic (non-verbal actions), and cinematic (e.g., techniques
and genres).

Delabastita (1989) identifies four fundamental elements of audiovisual translation:

e Visual-verbal: e.g. text inserts and headlines.
e Visual-nonverbal: e.g. gestures and visual imagery.
e Acoustic-verbal: e.g. dialogue and monologue

e Acoustic-nonverbal: e.g. music and sound effects.

Delabastita (1989, 101) emphasizes a significant distinction between cinema and
theatre: films are reproducible and consistent, which makes them well-suited for mass
communication, while theatrical performances are inherently unique, and vary with each
presentation. This consistent reproducibility, combined with the interaction of auditory,
visual, and verbal elements, presents unique challenges in the translation of films.

Sokoli (2009, 41) underscores the key characteristics of audiovisual texts,
including their dual reception through visual and auditory channels, the significant role
of non-verbal elements, the necessity for synchronization between verbal and non-
verbal components, and the fixed, reproducible nature of audiovisual content.

Another key concept is “multimodality”, which was analyzed in Paragraph 1.1.
The translation of audiovisual texts increasingly incorporates "multimodal" content,
combining multiple semiotic resources such as language, sound, and imagery.
Multimodal analysis prioritizes the study of how these resources interact and integrate
to achieve the communicative purpose of a text. As technology advances, analyzing the
relationship between verbal, visual, acoustic, and kinetic elements has become crucial

for gaining a deeper understanding of audiovisual translation (O’Halloran & Smith,

10



2012). Gambier (2006) points out a paradox in AVT research: although the importance
of the interaction between verbal and non-verbal elements is acknowledged, the field
remains largely focused on linguistic aspects. He attributes this to the linguistic
background of many researchers and the difficulties involved in gathering and analyzing
multimodal data. Gambier proposes that multimodal discourse analysis could provide
deeper insights into the integration of semiotic resources in audiovisual and multimedia
content. Taylor (2003, 197) suggests that "multimodal transcription" serves as a
valuable method for studying audiovisual texts. This method involves dividing films
into distinct frames or shots and analyzing the semiotic components within each. It
provides insights into how meaning is generated through multiple modalities and how
subtitles interact with these elements. This approach has been utilized to analyze and
compare subtitling strategies across various genres, including films, advertisements, and
news broadcasts.

Audiovisual texts, such as films and TV dramas, employ prefabricated orality,
scripted language designed to mimic spontaneous speech, as noted by Chaume (2004).
While this language appears natural, it is planned to adhere to specific cinematic
conventions, creating a distinct gap between real-life spontaneous speech and scripted
dialogue. Translators working on dubbed texts must navigate this challenge, adapting
linguistic diversity, character registers, and cultural references to create dialogue that
feels natural while aligning with target language norms. Bafos Pifiero and Chaume
(2009, 2) highlights the guidelines provided by Televisi6é de Catalunya, which stress the
importance of crafting dialogue that imitates oral spontaneity while accommodating the
grammatical and cultural specifics of the target language. However, dubbed language
often sounds artificial, as it fails to replicate natural conversational nuances. The duality
of prefabricated orality, balancing planned discourse with the illusion of spontaneity,
presents significant challenges for translators, who must ensure that dubbed texts feel

authentic while adhering to linguistic and cultural conventions.

1.4 The different modes of audiovisual translation

Audiovisual translation includes various methods employed to adapt audiovisual

content for audiences across different languages and contexts. The primary modes

11



include subtitling, dubbing, voice-over, surtitles, audio description and localization.
Each mode is adapted to meet particular audience requirements, budget constraints, and

cultural preferences, influencing the way audiovisual content is experienced globally.

1.4.1 Subtitling

Shuttleworth and Cowie (1997) define subtitling as ‘the process of providing
synchronized captions for film and television dialogue’, while, according to O’Connell
(2007), it consists of ‘supplementing the original voice soundtrack by adding written
text on the screen’. Subtitling, alongside dubbing, is one of the most used methods for
bringing an audiovisual product from its country of origin to audiences worldwide
(Petillo, 2012). Subtitles are textual elements added to support the comprehension of an
audiovisual message. They can be classified as either intralingual or interlingual, based
on whether the language of the subtitles matches or differs from the original language.
Contrary to popular belief, subtitling goes beyond simply transcribing spoken
dialogue word for word. It involves a more intricate process of adapting the content into
a written format that considers various factors, including space limitations, the pace of
the dialogue, the tone of the original speaker, and other elements. Effective subtitles
require careful syntactic and lexical adjustments, along with appropriate editing, to
distinguish high-quality subtitles from poorly executed ones. A skilled subtitler must
mediate and take all these factors into account while ensuring that the original message
of the author remains intact. The theoretical and technical aspects of subtitling will be

examined in detail in Chapter 2.

1.4.2 Dubbing

Dubbing, often called lip-syncing can be described as traduction totale due to its
linguistic complexity (Diaz Cintas & Remael, 2020). It is one of the most common
methods of audiovisual translation. It is widely used in countries such as Brazil, China,
France, Germany, Italy, Japan, Spain, Thailand, and Turkey. Dubbing involves
replacing the original film dialogue with a new voice track in the target language,

carefully synchronized in articulation and expression. More broadly, the term also
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encompasses the final product, the performance of the translated dialogues in a film or
television program for the target audience (Petillo, 2012). Petillo also states that the
term's etymology, originating from the Late Latin duplare, which derives from duplus,
meaning “double”, intrinsically suggests notions of imitation, simulation, and duality.
The verb “to dub” evokes the notion of duplication and duplicity, further extending to
the idea of a rhetorical-technical artifice, repetition, and, ultimately, ambiguity.
Malaguti (2004, 74) describes dubbing as “a trick, a convention, a form of inlaid artistry
that aims to replace voices and words originally spoken in a certain way and language
with different voices in another language, all while striving to preserve the illusion of a
seamless whole, enhancing, in essence, the inherent illusion of cinema itself.” The
primary goal of dubbing is to create the illusion that the characters on screen speak the
viewer’s language. To achieve this, three types of synchronization must be
maintained: lip synchrony, ensuring the translated speech matches the characters’ lip
movements; isochrony, keeping the duration of the original and translated utterances
similar; and kinetic synchrony, aligning the translated dialogue with the actors’
performance and ensuring voice choices suit the characters’ physical traits (Diaz Cintas
& Remael, 2020). In their work, Diaz Cintas and Remael (2020) also take into
consideration fandubbing, which involves the dubbing or redubbing of audiovisual
content by amateurs or fans rather than professional voice actors. This practice is
common for productions that lack an official dubbed version or for those where the
existing dubbing is considered weak. While fandubs are predominantly interlingual,
some are intralingual and created mainly for comedic purposes, often referred to as

fandubs (Bafios, 2019).

1.4.3 Voice-over

Voice-over is one of the language transfer methods that, unlike dubbing and subtitling,
has yet to receive substantial academic recognition. The limited research on this subject
has made it challenging to establish a clear theoretical framework for voice-over as a
distinct audiovisual translation practice (Petillo, 2012). As a result, misunderstandings
and confusion have arisen regarding the true nature of voice-over, leading to various
associations with other forms of audiovisual translation, such as commentary and

narration, as well as with interpreting, particularly in its simultaneous interpretation
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form. Diaz Cintas and Remael (2020, 8) state that narration “differs from voice-over in
that the original speech is completely removed from the soundtrack and replaced by a
new voice, in translation”. According to Petillo, commentary, often used alongside
narration, serves as a key method for adapting documentaries and short films into
different languages. It proves particularly effective when there is a significant cultural
gap between the source and target audiences. This approach enables a form of cultural
domestication, allowing content to be adjusted to the receiving culture in order to
minimize the potential cultural shock that a strictly faithful and foreignizing translation
might otherwise produce. Voice-over is a form of partial dubbing that does not aim to
conceal the fact that an audiovisual text is a translation; rather, it is meant “to be a
faithful, literal, authentic and complete version of the original audio” (Franco et al.,
2010). It involves delivering a spoken translation of the original dialogue while keeping
the source audio slightly audible (Diaz Cintas & Remael, 2020). Typically, the original
speaker is heard for a few seconds before the volume is lowered, allowing the translated
speech to be superimposed. The translation generally finishes before the original
speaker stops talking, ensuring that the audience briefly hears the foreign language
again at the end. This form of audiovisual translation is particularly suited for adapting
non-fiction genres that aim to depict reality, such as documentaries, interviews, or news
reports, and is common for television in Russia, Poland and other countries in Eastern
Europe, where it is also utilized for films. The use of voice-over presents both
advantages and disadvantages. On the one hand, it significantly reduces the costs
associated with full dubbing, as background sounds are not replaced, eliminating the
need to reproduce all non-dialogue audio elements. On the other hand, the viewing
experience may be considerably disrupted by the presence of a monotone voice reading

the translated dialogue, which partially obscures the original speech and sounds.

1.4.4 Surtitling

Bestente defines surtitles, also known as supertitling in the US and supratitling, as “the
event that has most profoundly transformed the history of opera theatre reception in the

past thirty years”. Surtitles were initially created by the Canadian Opera Company in
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Toronto, with the first-ever opera production to feature them being the 1983 staging
of Elektra (Diaz Cintas & Remael, 2020). Often considered as an evolution of
subtitling, surtitles consist of specially crafted captions designed to facilitate the
comprehension of opera libretti, and occasionally prose theater, following the same
principle as film subtitles. However, unlike traditional subtitles, surtitles must
seamlessly integrate not only with singing and acting but also with the musical score.
Their distinguishing trait compared to more conventional forms of subtitling, lies in the
polysemiotic and multimodal nature of operatic performance, which conveys meaning
to the audience through a complex interplay of diverse semiotic codes, including words,
music, singing, acting, dance, lighting, costumes, and stage design (Petillo, 2012).

The libretto serving as source text, surtitles typically preserve the literary essence
of the original, aiming to replicate its stylistic features as accurately as possible.
However, as Virkkunen (2004, 93) observed, even in this specialised form of subtitling,
the process inevitably involves selecting and condensing textual content. Estimates
suggest that only about one-third of the lexical units found in the complete libretto are
retained in the final surtitles (Petillo, 2012).

From a strictly technical standpoint, producing surtitles is a relatively simple
process. Initially, translated portions of text were displayed on dedicated LED screens
positioned above the stage. However, the large dimensions of many prosceniums often
risk making the surtitles invisible or difficult to read from certain sections of the theatre.
To address this issue, some opera houses have adopted seat-back title screens, i.e. small
screens installed on the back of each spectator’s seat supporting multi-language
surtitles, which enhances the audience’s experience. To maintain a discreet viewing
experience, the screens are typically designed to prevent visibility of the titles on
neighbouring displays (Dfaz Cintas & Remael, 2020). Surtitles are typically pre-
prepared but are manually triggered in real time by a technician or operator to align
closely with the pacing and delivery of the live performance. Software developments
now enable the operator to adjust the display by skipping or switching surtitles as

needed (Diaz Cintas & Remael, 2020).
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1.4.5 Audio description

Unlike subtitles or dubbing, which focus on translating spoken language, audio
description (AD) provides verbal narration of visual elements in media for individuals
who are blind or visually impaired to ensure them a comprehensive experience and
allow them to follow the story. It involves describing key visual aspects, such as
actions, facial expressions, settings, costumes, and scene changes, during natural pauses
in dialogue or important sound effects (Bafios, 2019, 184).

AD is sometimes combined with audio subtitling, which is the verbal presentation of
written subtitles or surtitles, making them accessible to individuals with visual
impairments (Dfaz Cintas and Remael, 2020) These subtitles may be read by the same
voice providing the audio description or by a different speaker. In some cases, audio
subtitles are modified to account for the inevitable omissions found in interlingual
subtitles. For live events, surtitles are often integrated into the AD or included in an
audio introduction, which is an accessibility service complementing AD, offering a
summarized overview of the plot, including details about the characters and
settings. This introduction, typically used for live performances, can be delivered either
in real-time or as a pre-recorded segment before the event begins (Diaz Cintas &

Remael, 2020).

1.4.6 Video game localization

Video game localization is a distinct branch of audiovisual translation that focuses on
adapting a video game to suit the linguistic and cultural expectations of a specific
audience. Rather than merely translating text, it ensures that the game’s content, tone,
humor, cultural references and overall user experience are seamlessly integrated,
making the game feel natural and immersive for players in the target market. Video
games, by their very nature, are audiovisual and multimedia forms of expression;
however, they must also evolve in alignment with technological and computational
advancements (Frasca, 2001). These audiovisual products are able to create a
multimodal and polysemiotic environment in which players engage with the system

through multiple channels of communication (Frasca, 2001). Unlike traditional
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audiovisual products, video game localisation is deeply integrated into the production
process, requiring a seamless blend of technological and linguistic expertise. As Chiaro
(2009, 157) emphaizes, translation is an integral part of localization, rather than a post-
production add-on. Its primary goal is to ensure that games are both linguistically and
culturally suited for international audiences. This often requires adapting, modifying, or
omitting culture-specific elements, wordplay, and references that may not be easily
understood or appreciated by players in the target market. The creative liberties granted

to game localizers set this field apart from traditional translation (Petillo, 2012).

1.5 Dubbing and subtitling in Italy

Dubbing and subtitling have played a crucial role in Italy’s audiovisual landscape, with
dubbing traditionally serving as the dominant method of translating foreign films and
television series. This preference dates back to the early 20th century, when the Fascist
regime promoted dubbing as a means of linguistic unification and cultural control.
Following the regime’s collapse, dubbing continued to be favoured due to its
widespread acceptance by audiences and the established presence of talented voice
actors (Sandrelli, 2014).

For many years, subtitling in cinema was mostly confined to film festivals, where
regulations required films to be presented in their original version with subtitles, and a
few art-house theatres. Aside from occasional special programs showcasing renowned
foreign filmmakers, on television, subtitled content was almost nonexistent in free-to-air
television until the rise of digital terrestrial television. However, since 1986, ‘encrypted’
subtitles, which viewers had to activate themselves, was available on Televideo’s page
777. These intralinguistic subtitles were aimed at the hearing impaired, with the addition
of English interlinguistic subtitles on page 778, designed for immigrants, foreigners,
and students (De Seriis, 2006). The introduction of DVDs and digital television
significantly improved accessibility by allowing multiple audio tracks, subtitles, and
audio descriptions, enhancing inclusivity for the hearing and visually impaired. Digital
advancements have made it easier for broadcasters to offer films in both original and
dubbed versions, driving the demand for audiovisual translation. Reality shows often
opt for more cost-effective voice-over and subtitling instead of traditional dubbing.

Electronic subtitling has also become widespread in film festivals. However, Italy has
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been slow to adopt these innovations, with commercial networks offering far fewer
subtitled programs compared to the UK. This gap highlights the considerable potential
for expanding subtitling and audio description in cinema, television, and home

entertainment.
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CHAPTER 2: THEORY AND PRACTICE OF SUBTITLING

2.1 Definition and history of subtitling

In an article published by Jorge Diaz Cintas in 2012, the author provides a
comprehensive definition of the art of subtitling. He states that:
Subtitling may be described as a translation practice that consists of rendering in
writing, usually at the bottom of the screen, the translation into a target language of the
original dialogue exchanges uttered by different speakers, as well as all other verbal
information that appears written on screen (letters, banners, inserts) or is transmitted
aurally in the soundtrack (song lyrics, voices off). As opposed to dubbing, which
completely erases the original dialogue, subtitling preserves the original text, both

aurally and visually, while adding an extra layer of information (Diaz Cintas 2012,
274).

The modern concept of subtitles traces its origins back to the so-called “intertitles”, also
known as “captions” or “leaders” and “title cards”, which were displayed between film
scenes in silent films (Petillo, 2012). With the widespread adoption of sound, these
textual elements became largely obsolete, particularly in countries that embraced full
dubbing. Intertitles can be considered the oldest relatives of subtitles, with the first
experiments dating back to the early 20" century (Diaz Cintas & Remael, 2020). They
were a defining feature of silent films and typically consisted of brief white text
displayed against a dark background, most commonly white text on black. Their
primary functions were to present character dialogue (dialogue intertitles) and to
provide descriptive narrative content corresponding to the images (expository
intertitles). Regarded as both unesthetic and anti-cinematic for continuously disrupting
the rhythm of film narration, intertitles gradually gave way to subtitles by the late
1920s. This shift involved moving from text inserted between sequences to text directly

overlaid onto the images.

2.2 Types of subtitles: intralingual and interlingual

While dubbing constitutes a form of interlingual translation, by converting a source-

language audio into a target-language soundtrack, subtitling can be either interlingual or
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intralingual. This means that subtitles may serve to translate spoken dialogue into
another language or to present same-language captions, primarily designed for the deaf
and hard of hearing (Sandrelli, 2014; Gottlieb, 1998). In its most typical form,
interlingual subtitling is monolingual since it implies the translation from a source to a
target language. It can be described as a translation technique that involves displaying
written text, typically at the bottom of the screen, to convey the original dialogue
exchanged between speakers, as well as other verbal elements presented visually or
aurally.

Subtitled content consists of three fundamental components: spoken language,
visual imagery, and subtitles. The interplay between these elements, combined with the
viewer’s reading speed, ability to process both images and text simultaneously, and
screen size, defines the core characteristics of the audiovisual experience. To be
effective, subtitles must be synchronized with both the dialogue and the visuals, offer a
meaningfully accurate representation of the source language conversation, and remain
on screen long enough for viewers to read comfortably (Diaz Cintas & Remael, 2020).

Bilingual subtitles represent a variation within interlingual subtitling and are
commonly used in regions where multiple languages coexist. In Belgium, for instance,
to accommodate both the Walloon and Flemish communities, some cinemas provide
subtitles in both French and Flemish. Similarly, in Finland, where Swedish holds
official status alongside Finnish, bilingual subtitles are employed in certain areas for
both television and cinema to ensure linguistic inclusivity (Diaz Cintas & Remael,
2020).

A distinctive example of interlingual subtitling that emerged in the 1990s is
known as reversed subtitling. This technique involves presenting the dialogues dubbed
in the viewer’s native language while displaying foreign-language subtitles on the
screen. Research has shown that this approach, when used for educational purposes, can
be particularly beneficial in the early stages of language learning. At this level, learners
focus on acquiring specific grammatical and syntactic structures, which are reinforced
through written exposure in the target language (Petillo, 2012). This form of linguistic
transposition appears to offer the advantage of facilitating the decoding, assimilation,

and long-term retention of foreign vocabulary (Danan, 1992, 513).
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2.2.1 Subtitles for people who are D/deaf or hard-of-hearing (SDH)

Subtitles for Deaf and hard-of-hearing (SDH) viewers play a crucial role in making
audiovisual content accessible by presenting both spoken dialogue and relevant non-
verbal sounds, such as sound effects and speaker identification. This allows individuals
with hearing impairments to have a more complete and immersive viewing experience.
SDH functions as either an intralingual or interlingual form of translation. It may be
displayed as open (burnt-in) or closed (superimposed) subtitles and can be created in
advance or generated live. These subtitles can be either summarized or nearly verbatim,
including both verbal dialogue and non-verbal (auditory) elements. Although primarily
intended for individuals with hearing impairments, SDH also supports those with
cognitive or learning difficulties, as well as individuals who are not fully proficient in
the spoken language, such as immigrants (Neves, 2018, 88).

Intralingual SDH subtitles differ significantly from intralingual subtitles
forhearing individuals. Given the potential reading difficulties of the target audience, the
subtitler needs to transcribe spoken dialogue from a soundtrack into written text,
identifying the speaker and ideally incorporating relevant paralinguistic elements that
enhance the meaning of the message. These may include emphasis, irony, tone, speech
characteristics, prosody, accents, and the use of foreign languages. Additionally, they
convey other significant auditory details that contribute to the plot, aid in understanding
the narrative, or establish the atmosphere, elements that individuals with hearing
impairments cannot perceive directly. Such details include instrumental music, songs,
ringing phones, laughter, applause, knocking sounds, engine noises, and various
ambient effects (Diaz Cintas & Remael, 2020).

When discussing subtitles for people who are D/deaf or hard-of-hearing, there is
also a category known as real-time subtitling, which is further divided into stenotyping
and respeaking (Petillo, 2012) The first one, also known as simultaneous subtitling,
enables accessibility for individuals with hearing impairments during live broadcasts.
Stenotyping, the traditional method, involves collaboration between a subtitler, who
condenses or translates the message, and a technician who uses a specialized keyboard

to produce subtitles in real time. Despite its higher costs and lower flexibility compared
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to newer methods, stenotyping remains widely used in Italy, especially in legislative and
judicial contexts, as well as in academia to support deaf students (Petillo, 2012).
Respeaking, a more recent approach, relies on speech recognition software. A
trained respeaker listens to the source content, reformulates or translates it, and dictates
it to the software, which generates written subtitles. This method has gained popularity
in media accessibility, benefiting not only deaf and hard-of-hearing individuals but also
non-native speakers and those in noisy environments. While primarily used in live

television broadcasts, it has expanded to legal, medical, and political domains.

2.3 Subtitling for different genres

Subtitling requires a customized approach, as each audiovisual product comes with its
own challenges and demands specific strategies to enhance accessibility, engagement,
and clarity for viewers. The following section will examine the range of challenges that
subtitlers may encounter when working with different audiovisual genres. It will also

explore the strategies and solutions that can be employed to address these difficulties.

2.3.1 Film and television

In a recent paper published in 2023, Sun and Liu highlight the relevance of Skopos
Theory! in the context of film and television subtitling. They argue (Sun and Liu, 2023,
12) that this theory, which focuses on the intended purpose of a translation (Nord,
2001), should serve as a fundamental guideline for subtitle translators. Depending on
the communicative function of the text and the needs of the target audience, translators
may choose between a literal or a free translation strategy. The key idea is that there is
no single ‘correct’ method for every situation; instead, the chosen approach should
support the overall goal of cross-cultural communication.

Moreover, Sun and Liu (2023, 15) underline the importance of selecting the most
suitable translation methods, such as interpretative translation, literal translation, or

domestication, to effectively render meaning and preserve cultural nuances for

! Skopos theory, which was developed in Germany in the late 1970s (Vermeer, 1978), represents a shift
from traditional linguistic and formal translation theories to a more functionally and socioculturally
focused approach to translation
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international audiences. These strategies are particularly relevant when dealing with
culturally loaded references, idioms, or humor, which often require adaptation rather
than direct translation in order to be understood and appreciated by viewers from
different backgrounds.

In this sense, subtitle translators are constantly required to strike a balance
between remaining faithful to the source dialogue and making the translation culturally
accessible to the target audience. This often involves complex decisions, especially
when the original text includes figurative language, wordplay, or culturally specific
jokes. In addition, the translator must also consider the technical limitations of
subtitling, such as time and space constraints, character limits, and synchronization with
the visual and audio elements, which frequently require content to be condensed or
rephrased without compromising clarity or meaning.

These challenges become even more evident when dealing with different
audiovisual genres, each with its own stylistic and communicative conventions.
Subtitling a comedy, for instance, may require creative solutions to keep the humor
effective, while translating a documentary calls for a more neutral and informative tone.

Technical challenges will be discussed in Paragraphs 2.4 and 2.5.

2.3.2 Videogames

Video-game subtitling is a distinct branch of audiovisual translation that focuses on
adapting in-game dialogues, instructions, and narrative elements to suit diverse
linguistic and cultural audiences. Unlike conventional subtitling for films and television,
it presents unique challenges due to interactivity, player choice, and non-linear
storytelling.

Many video games offer optional subtitles that players must enable through the
settings menu. Subtitles in games can be intralingual or interlingual, but while more
games now include intralingual subtitles, some still lack them due to developers’ limited
awareness of accessibility needs. However, following player criticism, companies like
Ubisoft have made intralingual subtitles a standard feature in their games since 2008

(Mangiron, 2013). Unlike films or TV, subtitles for the deaf and hard of hearing are not
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common in games, although some subtitles adopt SDH features, such as color-coding
for different speakers.

The lack of subtitles or poorly designed subtitles can greatly affect a player's
gaming. Game designer Griffiths (2009) presented guidelines for effective game
subtitles. These include using readable fonts and large text, maintaining good spacing
and contrast, and ensuring subtitles are visible across different screens. Other key
recommendations involve allowing players to control subtitle speed, avoiding overlap
between subtitle skip buttons and gameplay actions, and including character labels,
sound effect descriptions, and error-free text. Although extensive research in
audiovisual translation has resulted in the development of guidelines for both
intralingual and interlingual subtitling, these standards are often overlooked in the
gaming industry. It is common to find games featuring subtitles that exceed three lines,
use fonts that are difficult to read due to their small size, and ignore recommended

average reading speeds (Mangiron, 2013).

2.3.3 News and live broadcasts

Live subtitling in news and live broadcasts is a distinct field within audiovisual
translation, dedicated to delivering real-time captions for live events to improve
accessibility. This process typically utilizes speech-to-text interpreting (STTI), also
referred to as live subtitling, which integrates translation, interpretation, and
accessibility services. The need for live subtitling in news and broadcasts grew in
response to regulatory requirements which aimed for 100% subtitling coverage (Rander
& Looms, 2010).

Live subtitling faces multiple issues, including the quality of subtitles, linguistic
compression, and delays between audio and text. The primary methods used are
stenography, re-speaking (where the subtitler dictates a compressed version of the
spoken content; cf. Chapter 1), and machine-generated systems. These methods are not
perfect, with common challenges such as inaccuracies, errors, and delays, which can
increase the cognitive load for viewers with hearing impairments. In particular, the
delay between the video/audio and the display of live subtitles is an inherent challenge

in live subtitling, which can impact accessibility, especially for viewers with
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impairments. Rander and Looms (2010) believe that a potential solution is to use a
digital buffer to resynchronize the video/audio with subtitles, which could reduce or
eliminate the delay. In conclusion, while live subtitling in its current form does not
completely resolve accessibility challenges, buffering and resynchronizing audiovisual

content offer a viable solution for enhancing accessibility.

2.3.4 Specialized subtitling

Specialized subtitling involves creating subtitles for content that requires expertise, in-
depth knowledge, or specific adaptation beyond basic dialogue translation. This process
often includes dealing with technical, industry-specific, or culturally sensitive materials.
While some types of specialized subtitling have been already analyzed, such as SDH
subtitles, live subtitling and videogame subtitles, this section focuses on technical
subtitling and creative subtitling.

Technical subtitling involves creating subtitles for content with complex
terminology, industry-specific jargon, and structured information. It is used in fields
such as medicine, law, engineering, IT, science, and finance, where precision and
accuracy are fundamental. Technical audiovisual products often contain specialized
terminology with varying levels of complexity, from highly technical terms to more
accessible, simplified expressions. Translating them accurately requires domain
expertise, which many audiovisual translators lack, making the process particularly
challenging (Vyzas, 2022).

Creative subtitling, on the other hand, refers to the creation of subtitles that
notonly translate the dialogue but also enrich the viewer’s experience by adapting the
content to match the tone, style, and context of the audiovisual product. Unlike
technical subtitling, which prioritizes accuracy and clarity, creative subtitling focuses on
maintaining the original’s artistic and emotional impact while ensuring the translation is
both engaging and culturally appropriate. Creative translation and subtitling are relevant
in AV products like comedies, when translators have to deal with humor, punchlines,
puns and curse words, or in animated films when it comes to the translation of songs. To

conclude, subtitlers in this field must possess creative thinking skills and the ability to
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adapt content to suit diverse audiences, while maintaining the integrity of the original

message.

2.3.5 Subtitling for streaming platforms

Streaming platforms enable users to access audiovisual content online without
downloading, ensuring quick access through a buffering system. Nowadays, technology
has profoundly transformed translation practices, particularly subtitling. Streaming
platforms such as Netflix have adopted proprietary online tools that enhance security by
minimizing data leaks and enable multiple translators to work on the same project.
However, this shift has also resulted in a more fragmented workflow, affecting subtitle
consistency and translation quality (Campos & Azevedo, 2020, 234).

Modern subtitling platforms typically provide pre-segmented, time-coded
transcriptions, which can restrict translators’ ability to adjust phrasing and timing for
natural flow and cultural accuracy. These rigid frameworks, combined with increasingly
compressed deadlines, often result in superficial translations and insufficient quality
control. The technical constraints, such as limited character counts and fixed display
times, can compromise subtitle readability and viewer comprehension (for the technical
aspects of subtitling, see Paragraph 2.4). Despite the central role streaming platforms
play in global content distribution, the subtitling workflow remains undervalued and
under-resourced, with translators working under pressure and with limited input,
ultimately affecting the quality and consistency of the viewer's experience. Campos and
Azevedo (2020, 237) suggest a more thoughtful approach: one that includes extended
time for translation and revision, a two-step review process involving both the subtitler
and a proofreader, and improved subtitle readability through reduced character count

and slower reading speeds.

2.3.6 Fansubbing

The advent of digital technology has significantly impacted subtitling, giving rise to
increasingly hybrid and innovative approaches, such as fansubbing. Fansubbing is an
illegal practice that “involves the unofficial, amateur translation of dialogue, followed

by the synchronization of the resulting subtitles with the video and audio of an
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audiovisual product” (Petillo, 2012). It is a practice not carried out by professional
translators, but devoted fans of the AV product, whose primary goal is to enable its free
circulation and accessibility on the internet by fellow enthusiasts unfamiliar with the
original language.

The practice of fansubbing saw rapid growth throughout the 1990s, driven by the
increased availability of appropriate computer equipment, which allowed genre
enthusiasts to undertake translation, produce subtitles, and subsequently share the
audiovisual material via the web (Diaz Cintas & Muiloz Sanchez, 2006, 47). Since the
subtitles are made by amateurs, the quality of translations circulating on the Internet is
often relatively limited, with a considerable risk of linguistic and cultural inaccuracies
during the shift from the source to the target language. Fansubbing represents a
distinctive process of hybridization within audiovisual translation, as its practitioners
utilize conventions from both interlingual subtitling and subtitling for the deaf and hard
of hearing, while also making use of techniques typically found in video game subtitling

(Petillo, 2012).

2.3.7 Subtitling documentaries

Documentaries are audiovisual products in which, unlike fiction, narrative and
expressive elements are drawn from reality. The goal of documentaries is to present a
scientific subject or a feature of the natural world to diverse audiences with varying
levels of specialization, serving as a democratic cultural medium and a mass
communication tool for spreading knowledge and raising public awareness (Bianchi,
2015: 8; Vyzas, 2022: 50). Since my dissertation focuses on subtitling a documentary
about artificial intelligence, this section focuses on scientific documentaries. The main
goal of the translator working with scientific or specialized texts is to produce a target
version that communicates the same content and creates a similar communicative
impact as the original (Scarpa 2001: 77). This becomes particularly challenging in the
case of subtitling, where strict limits in terms of space and timing make the process
more complex. One of the biggest difficulties when subtitling scientific documentaries
is the use of technical terminology. In written translation, this issue can often be

managed by including additional explanations or notes when an exact term does not
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exist in the target language (Scarpa 2001: 93). In subtitling, however, the translator
cannot rely on such strategies because of the limited number of characters allowed on
screen and the short time each subtitle remains visible. As a result, it is often impossible
to explain certain concepts in detail, and this may lead to the use of more generic or
simplified terms. In some cases, key information might be left out, which can reduce the
clarity or accuracy of the translation. This is particularly problematic in scientific
documentaries, where precision is essential. Therefore, translators need to find a careful
balance between staying faithful to the original and adapting the content in a way that
remains understandable and accessible to viewers. In addition, subtitlers are often
required to work across a wide range of subject areas, which makes it challenging for
them to possess in-depth expertise in every domain (Gambier, 2012: 51). This lack of
topic familiarity contributes to the many challenges they face when working on
documentaries. These challenges include identifying and understanding specialized
terms, selecting appropriate equivalents, dealing with terminological variation,
addressing the absence of direct equivalents, resolving ambiguity, and adapting

terminology for audiences without technical backgrounds (Matamala, 2010: 5).

2.4 The subtitling process

In creating subtitles, the subtitler has to deal with formal and quantitative constraints,
which essentially concern the maximum number of characters that can be used per line,
the placement of subtitles on the screen, their exposure time to the viewer and the space
they can occupy on the screen (Petillo, 2012: 117). Unlike other types of written
translation, where the focus is only on stylistic and translational choices, subtitling
effectiveness is heavily influenced by various technical and visual factors. These
elements have a great impact on linguistic aspects as well, particularly on syntax. As a
result, the way subtitles are structured, timed, and presented on screen can either support
or interfere with the viewer’s ability to understand the product’s content.

In the following sections, I will focus on the primary technical issues that a subtitler
must address during the subtitling process., with special reference to time and space

constraints, as well as synchronization and the proper way to place subtitles on screen.
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2.4.1 Time and spatial constraints

The unit of measurement of the temporal dimension of subtitles is frames per second.
Every audiovisual product is made up of a series of static images, called frames, that
follow one another at high speed to create moving images in films, TV series or
videogames. The frame rate, which is the number of frames per seconds (fps), varies
depending on the audiovisual product. For example, in cinema, the frame rate is 24 fps,
while in other media, it can range from 25 to 30 fps (Diaz Cintas & Remael, 2020: 101).
As concerns videogames, computers and new generation consoles, e.g. PS5 and Xbox
Series X and S can run games at higher frame rates, which can reach 120 fps in games
like first-person shooters.

From a practical point of view, many subtitling programs, including Ooona Tools
automatically recogniz