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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 translator9s 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. 
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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. 
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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 8multimodal9 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 8multimodal9 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 

8multimodal9 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 8multimedia9, the term 8multimodal9 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). 
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As far as 8multimediality9 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 
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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 consumers9 

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; 

c) combinations that challenge conventional associations, which we thus perceive 

as new; 

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

(Díaz 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 narrator9s voiceover, both of which play a 

fundamental role in constructing the narrative and guiding the viewer9s 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 



 7 

not only influences the structure, but also the linguistic register that is considered most 

appropriate, although these norms are often flexible and can vary (Kovačič, 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 

(Díaz 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 
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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 Díaz 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-González, 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-González 2014; O9Sullivan 

& 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, 
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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 
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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:  

 

 Visual-verbal: e.g. text inserts and headlines. 

 Visual-nonverbal: e.g. gestures and visual imagery. 

 Acoustic-verbal: e.g. dialogue and monologue 

 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 (O9Halloran & Smith, 
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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. Baños Piñero and Chaume 

(2009, 2) highlights the guidelines provided by Televisió 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 
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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 8the process of providing 

synchronized captions for film and television dialogue9, while, according to O9Connell 

(2007), it consists of 8supplementing the original voice soundtrack by adding written 

text on the screen9. 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 (Díaz 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 

viewer9s language. To achieve this, three types of synchronization must be 

maintained: lip synchrony, ensuring the translated speech matches the characters9 lip 

movements; isochrony, keeping the duration of the original and translated utterances 

similar; and kinetic synchrony, aligning the translated dialogue with the actors9 

performance and ensuring voice choices suit the characters9 physical traits (Díaz Cintas 

& Remael, 2020). In their work, Díaz 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 (Baños, 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. Díaz 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 (Díaz 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 (Díaz 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 spectator9s seat supporting multi-language 

surtitles, which enhances the audience9s experience. To maintain a discreet viewing 

experience, the screens are typically designed to prevent visibility of the titles on 

neighbouring displays (Díaz 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 (Díaz 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 (Baños, 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 (Díaz 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 (Díaz 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 game9s 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 Italy9s 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 regime9s 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, 8encrypted9 

subtitles, which viewers had to activate themselves, was available on Televideo9s 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 Díaz 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 (Dìaz 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 20th century (Díaz 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 

viewer9s 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 (Díaz 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 (Díaz 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 viewer9s 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 (Díaz 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 

Theory1 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 8correct9 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 

                                                
1 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 developers9 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 viewer9s 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 original9s 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 translators9 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 (Díaz Cintas & Muñoz Sánchez, 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 viewer9s ability to understand the product9s 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 (Díaz 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 recognize the frame rate of a video. In the case of the video The 

documentary selected for this study (cf. Paragraph 3.1) has a frame rate of 23.976 fps, 

which is basically the same as cinema. Ooona Tools also allows professionals to move 

forward or backwards in the video frame by frame in order to determine the exact 

moment a person starts and finishes speaking. Another important element is the 

timecode, which serves as a unique identifier for each individual frame, enabling 

professionals to easily locate and reference a specific frame within the entire program 

(Díaz Cintas & Remael, 2020: 103). A timecode consists of 8 digits: two for the hours, 

two for the minutes, two for the seconds, and the last two for the frames (e.g. 

00:12:27:18). Each subtitle has an in-time frame, in which the speaker starts to speak, 

and an out-time frame, which represents the moment when the speaker finishes 

speaking. Consecutive subtitles should be timed with a consistent gap to ensure clear 

separation and maintain a smooth, even pacing. This gap typically ranges from 2 to 6 

frames, depending on the frame rate (with 3 to 4 frames being ideal), and should remain 

uniform throughout the entire subtitle file. For the subtitling project developed in this 

study, I opted for a 4-frame gap between subtitles, since Díaz Cintas and Remael 

recommend a 2-frame minimum gap (2020, 113). Subtitles lasting less than one second 

should generally be avoided, while the maximum duration, according to the six-second 

rule (Díaz Cintas & Remael, 2020: 109), should not exceed six seconds. Exceptions 

may be made in specific cases, such as for song lyrics or on-screen text. 
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Turning to spatial limitations, the maximum number of lines per subtitle is 

restricted to two for interlingual subtitles, taking up no more than one-sixth of the 

screen image. In this respect, subtitling for hearing audiences differs from SDH, which 

in some countries commonly uses three or even four lines. Similarly, bilingual subtitles 

may occasionally extend to four lines as well (Díaz Cintas & Remael, 2020: 93). When 

it comes to the characters per line, the length of each line varies a lot between countries 

and the medium used. It typically ranges from 34 to 50 characters, spaces included.  In 

my project, the maximum number of characters per line is 42, as it is the default setting 

in Ooona Tools. The amount of text in a subtitle is influenced by several factors, 

including context, target language, audio, and visual editing. These elements should 

guide decisions about how concise the subtitle needs to be and how long it should 

remain on screen to ensure comfortable readability. 

 

2.4.2 Synchronization 

 

Temporal synchronization is the process of matching dialogue with the corresponding 

subtitle content in an audiovisual product. For many viewers, this aspect plays a crucial 

role in how they perceive the quality of subtitling. If subtitles appear too early, too late, 

or disappear without aligning with the audio, they can disrupt the viewing experience 

and undermine an otherwise well-executed translation. Precise timing is essential for 

effective subtitling, as it supports the semiotic integrity of the program and helps the 

audience clearly identify which character is speaking at any given moment (Díaz Cintas 

& Remael, 2020: 101). An important step in creating subtitles is the process of spotting, 

also known as timing or cueing, which consists in identifying the in and out times of 

each subtitle. During the spotting process, rapid dialogue exchanges can significantly 

increase the difficulty of the task. Since achieving perfect synchronization is not always 

feasible, professionals often apply a certain level of technical flexibility. When the 

original dialogue is particularly dense in meaning and cannot be easily condensed or 

shortened without losing essential information, some level of asynchrony in subtitle 

timing is acceptable. In such situations, subtitles may be shown a few frames before the 

speech begins or remain on screen briefly after the speaker has finished (Díaz Cintas & 

Remael, 2020: 102). In general, subtitles that stay on screen after the dialogue has ended 
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are more acceptable than those that appear before the speaker begins to talk. In my 

project, I carried out the spotting process using Create Pro by Ooona Tools on the 

English video to determine all the timecodes, and then proceeded to translate the 

subtitles in Translate Pro (for the tools and methods of the subtitling project, see 

Section 3.2 and 3.3). 

 

2.4.3 Placing subtitles on screen 

 

For languages based on the Latin alphabet, subtitles are typically placed at the bottom of 

the screen. However, they should be moved or raised when necessary to prevent overlap 

with on-screen text, signs, speakers9 mouths, or other important visual elements. Certain 

languages, such as Japanese and Korean, traditionally display subtitles vertically along 

the right side of the screen, a practice particularly common in theatrical releases (Díaz 

Cintas & Remael, 2020: 94).  

Frequent or sudden changes in subtitle position should be avoided to maintain 

visual stability. All subtitle text should be centered within the so-called "safe area", 

which is the portion of the video screen guaranteed to remain visible regardless of a 

television9s overscan, which may cut the outer edges of the image. Typically, this safe 

area falls within 10% of each frame9s borders. The default settings in Ooona, for 

instance, are 72 pixels9 margin from the left and right edges and 57 pixels from the top 

and bottom. Other important factors when placing subtitles on screen are font type, font 

size and color. The choice of subtitle fonts depends on several factors, including the 

platform where the content will be displayed, the delivery format, and client 

specifications. To maintain the invisibility of subtitling, distributors typically prefer 

clean fonts such as Arial, Verdana, or Helvetica for most Western languages, unless the 

subtitles are intended to serve a creative purpose within the program (Díaz Cintas & 

Remael, 2020: 96). Ooona, for example, recommends using Arial size 30 for languages 

that use the Latin alphabet. Nevertheless, subtitlers have some degree of freedom when 

choosing the font size. 

Another fundamental element is segmentation, also known as line break. Every 

subtitle should stand on its own in terms of meaning and grammar, even when a 

sentence continues across multiple subtitles. Line breaks should ideally follow natural 
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pauses in meaning, making it easier for viewers to follow. It's best to avoid long chains 

of very short subtitles, as well as sentences that span across three or more subtitles, 

unless absolutely necessary. When splitting lines within a subtitle, closely related 

logical, syntactic, and semantic units should be kept together. This is more important 

than purely visual considerations, like making the bottom line longer for balance. If 

several line break options are equally clear, subtitles should be shaped to resemble a 

rectangle or pyramid, while avoiding extremely short lines consisting of just one or two 

words. 

 

2.4.4 Technology in the subtitling process 

 

Technology plays a very important role in the process of subtitling audiovisual content, 

as it provides translators with tools that can make their work more accurate and 

efficient. Some of the most commonly used subtitling programs are Ooona, Aegisub, 

and Subtitle Edit. These tools give professionals the possibility to control the timing of 

subtitles with great precision, making sure the text matches the audio perfectly. They 

also allow users to move the subtitles around the screen in order to avoid overlapping 

with important visual elements, like names, signs, or other written information that 

appears in the video. Another useful feature is the video preview, which lets the subtitler 

watch the subtitles directly on the screen while working, so they can immediately check 

how the final result will look. Ooona, for example, is a professional, cloud-based 

platform that is widely used by companies because it supports many subtitle formats 

and offers a user-friendly interface. Aegisub and Subtitle Edit are also very popular, 

especially among independent translators or students, because they are free, open-

source, and offer a lot of flexibility. 

When it comes to translation, software powered by artificial intelligence, like 

DeepL or the instant translation function available in Trados Studio, can help create a 

first version of the subtitles. Even if these translations are not always perfect, they are 

useful for saving time, especially when working on long videos. The subtitler can then 

focus on editing and improving the translation to make it sound more natural and 

faithful to the original message. Another helpful tool in the subtitling process is 

automatic transcription. For instance, programs like Turboscribe can generate almost 
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complete transcriptions of the spoken content, including punctuation and speaker 

changes. This is especially useful in the first phase of subtitling, as it allows the 

translator to focus more on the language rather than having to write down the entire 

dialogue manually. Of course, human revision is always necessary, but these 

technological tools have become essential in the daily work of many subtitlers, 

especially when dealing with tight deadlines or a large number of projects. 

 

2.5 Main linguistic, cultural and technical challenges in subtitling 

 

From a strictly linguistic perspective, achieving the highest possible level of accuracy is 

essential for quality subtitling. Unlike dubbing, where the original dialogue is replaced, 

subtitling keeps the source dialogue audible on screen, making it a constant point of 

reference for viewers, especially for those with some understanding of the original 

language. For this reason, subtitlers are undoubtedly even more exposed to checking 

than other translators, and the standards of precision must be particularly high. This is 

especially true when considering the intended target audience: for example, a nature or 

science documentary with moderately technical content, like the one I chose for creating 

subtitles, is likely aimed at an educated audience, making it really important to avoid 

careless mistakes or inaccuracies (Petillo, 2012: 118). It goes without saying that any 

omission of content from the original dialogue should be strictly limited and only 

considered when necessary due to time restrictions, such as preventing subtitles from 

appearing too rapidly and affecting the viewing experience, or space constraints, like 

avoiding the obstruction of key visual elements or actors9 faces on screen.  

In this paragraph, I will discuss the main linguistic and cultural challenges that 

subtitlers face when producing interlingual subtitles (Paragraphs 2.5.1 and 2.5.2), the 

technical difficulties involved in the subtitling process and the specific textual 

adaptation strategies applied to the source material to ensure an effective and accessible 

outcome (Paragraph 2.5.3).  
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2.5.1 Idioms and humor 

 

A particularly complex linguistic element in the subtitling process is the use of idioms. 

Idioms often convey meanings that go beyond their literal translation and are closely 

related to the culture of the source language. Translating them directly can lead to 

confusion or cause the intended meaning to be lost for the target audience. Due to the 

time restrictions and spatial limitations inherent in subtitling, idioms often need to be 

adjusted or swapped with equivalent phrases in the target language that capture the 

same meaning or emotional tone. When there's no direct equivalent, subtitlers might 

choose to paraphrase or simplify the message, making sure to maintain the original 

intent and tone. On top of that, the constraints of timing and reading speed push 

translators to make quick yet meaningful decisions that stay true to both the language 

and the viewing experience. 

Another difficult linguistic element to subtitle is humor. According to Díaz Cintas 

and Remael (2020, 217), the reason why translating humor is such a challenge, is that it 

is <a social event, at the same time universal and culture-bound=. Zabalbeascoa (1996) 

and Díaz Cintas and Remael (2007) identify three main types of humor: (a) language-

dependent humor, (b) national or community-based humor and exoticism and, despite 

not being directly connected to humor, (c) audiovisual challenges. 

Language-dependent humor includes puns and wordplays, which are difficult to  

translate because the semantic and pragmatic impact of wordplay in the source text 

often stems from unique structural features of the original language4such as 

homophones, near-homophones, polysemy, idiomatic expressions, or specific 

grammatical constructions, which are frequently difficult, if not impossible, for 

translators to replicate in the target language (Delabastita, 1994: 223). The best 

strategies to translate language-dependent humor are substitution and compensation (cf. 

Paragraph 2.5.2). 

National or community-based humor is deeply embedded in the cultural 

background, traditions, and sometimes even the biases of a specific country or group. 

As a result, it may appear foreign or unfamiliar to audiences from the target culture. In 

essence, national or community-based humor and exoticism are two sides of the same 

coin: both can serve to highlight social divides, mock or criticize, but also to create a 
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sense of unity or reinforce perceptions of superiority and inferiority (Díaz Cintas & 

Remael, 2020: 229). When subtitling an audiovisual product like a comedy movie, the 

translator or the subtitler must always think about source and target culture and find the 

correct way to transfer humor between the two different cultures. 

Audiovisual challenges arise from the fact that humor in audiovisual productions  

can be conveyed through various semiotic layers, particularly visual and aural elements. 

Visual humor includes aspects like shot composition, editing, gestures, and facial 

expressions, which can sometimes transcend cultural boundaries. However, cultural 

context still plays a role in how humor is received. Since much of visual and aural 

humor is non-verbal, subtitlers often focus more on translating dialogue while relying 

on visual cues to convey humor (Díaz Cintas & Remael, 2020: 237). According to Díaz 

Cintas and Remael (2020), the difficulty in translating humor lies in the fact that it is a 

complex interplay of language, culture, visuals, and sound. 

 

2.5.2 Cultural references 

 

Cultural references, also known as realia, are references rooted in a specific 

community9s culture, history, or geography that can present significant challenges in the 

translation process (Díaz Cintas & Remael, 2020: 202). Cultural references comprehend 

geographical references, ethnographic references, such as food, art and weights and 

measures, socio-political references, such as institutions and administrative units.  

There are many different translation strategies when dealing with cultural 

references. Díaz Cintas and Remael (2007) present a list of nine strategies: loan, literal 

translation, calque, explicitation, substitution, transposition, lexical recreation, 

compensation and omission. Loan, also referred to as borrowing, involves incorporating 

a word or expression from the source language directly into the target language text. 

This typically occurs when the same term is already used in both languages (e.g. 

manager, weekend, budget) and with terms related to information and communication 

technologies.  

Literal translation is a method where the source text is rendered into the target 

language almost word for word, preserving its original structure and vocabulary. This 

approach tends to be effective when the two languages involved have comparable 
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grammatical rules and similar ways of expressing ideas. The calque is a strategy where 

an expression from the source language is rendered into the target language by 

translating each of its elements literally. Rather than adopting the term as it is, like in 

loan, calque involves dissecting the original phrase and rebuilding it with target 

language equivalents, preserving the structure and meaning while adapting it 

linguistically (e. g. skyscraper and grattacielo). Explicitation is a translation technique 

where the translator makes implicit information from the source text clear and explicit 

in the target text. Essentially, it involves adding extra details or explanations to help 

ensure the message is fully understood by the audience of the target language. 

Substitution is a strategy in which an element from the source language is replaced with 

a suitable equivalent in the target language. This approach is commonly used when a 

literal translation would sound awkward or when no direct equivalent exists in the target 

language, enabling the translator to adjust the meaning while preserving the original 

message's intent. Transposition is a technique where the original grammatical structure 

or word order of a sentence is adjusted to better fit the rules and style of the target 

language, while still conveying the same meaning. It's often used when a literal 

translation sounds awkward or doesn't work grammatically in the target language. 

Lexical recreation is used when the source text features an imaginative, culturally 

specific, or entirely invented word, like a pun, a newly coined term, or a fictional name. 

Rather than opting for a literal translation, the translator crafts a new expression in the 

target language that captures the original's creativity, tone, and effect, ensuring it 

resonates just as effectively with the new audience. Compensation is used when specific 

meanings, stylistic elements, or subtle nuances from the original text can9t be directly 

replicated in the same spot or format in the target language. Rather than attempting a 

forced or awkward translation, the translator chooses to convey the missing effect in a 

different part of the text, ensuring the overall tone and intent of the original are still 

effectively communicated. Lastly, omission is a technique where specific words, 

phrases, or portions of the original text are intentionally left out in the translated 

version. This approach is typically used when the excluded content is repetitive, not 

culturally relevant, or too difficult to translate smoothly without affecting the clarity or 

rhythm of the text, particularly in formats like subtitling, where space and time are 

limited. 
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To conclude, choosing the appropriate translation strategy depends on the nature of the 

cultural reference and the intended audience. Ultimately, the translator9s aim is to retain 

the original content9s meaning, tone, and overall effect, while also making sure the 

translation remains clear and accessible to viewers in the target language. 

 

2.5.3 Technical complexity 

 

Reducing interlingual subtitling to the act of translating source-language dialogue into 

target-language subtitles would be an oversimplification and a misrepresentation of the 

process. Translating dialogue is just one step in a broader process. Before the original 

lines can appear in the target language, they need to be adapted to the technical 

requirements of the medium, meaning they must fit within the limited time and screen 

space available in film or television formats (Petillo, 2012: 119). 

There are three fundamental processes in the creation of interlingual subtitles. The 

first is reduction, which can be full or partial, and it is the initial step the subtitler needs 

to take to determine what should be translated and what can be left out. This process 

essentially creates the linguistic structure that will form the basis for the final subtitles.  

Next, we have the diamesic transformation, or the shift from oral to written code, 

which also impacts the final result, as the original dialogue needs to be adjusted by 

removing speech-specific linguistic markers that could be awkward or distracting in 

written form. Lastly, the adapted text is then translated into the target language. 

However, since the source text has already been condensed, it is crucial that the 

translation does not introduce additional semantic losses that could impair the overall 

comprehension of the film's message (Petillo, 2012: 119). The translation should be 

clear, effective, and easy for the audience to understand, ensuring that nothing 

significant is left out. 

 

2.6 The future of subtitling 

 

Recent breakthroughs in artificial intelligence and speech recognition technologies are 

reshaping the field by automating transcription processes with improved accuracy. AI-

powered systems are now able to transcribe speech in a wide range of languages, 
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dialects, and accents, significantly boosting efficiency and decreasing the need for 

manual labor. In addition, Natural Language Processing (NLP) plays a key role in 

enhancing the precision of subtitling by ensuring that subtitles are correctly aligned with 

the timing of the video. The now widely popular machine translation allow for the 

automatic translation of subtitles into multiple languages, significantly enhancing global 

accessibility.  

In the future, the subtitling industry will undergo a significant transformation 

driven by continued technological innovation. Emerging developments include 

interactive and customizable subtitle formats designed to accommodate individual 

viewer preferences, improved accessibility tools aimed at supporting audiences with 

disabilities, and the implementation of real-time subtitling solutions for live broadcasts. 

These advancements will reshape the subtitling industry by enhancing the overall 

efficiency, precision and inclusivity of the subtitling process. 
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CHAPTER 3. THE SUBTITLING PROJECT AND THE ANALYSIS OF THE 

SUBTITLES 

 

This chapter is dedicated to the case study and focuses on the creation of Italian 

subtitles for an English documentary about artificial intelligence. It provides an 

overview of the subtitling process, including the subtitling tools and methodological 

steps (Paragraphs 3.2 and 3.3), and the challenges I encountered along the way, both 

technical and linguistic (Paragraphs 3.4 and 3.5) 

Paragraph 3.1 describes the audiovisual product, including its main themes it 

explores and its stylistic and technical features. Section 3.2 will focus on the software 

used for project, namely Ooona Tools. I will explain why I chose this platform, describe 

its main features, and evaluate how it supported the subtitling process. Paragraph 3.3 

outlines the entire workflow, from the initial spotting phase and creation of source-

language subtitles to the final translation and adjustments. Paragraph 3.4 discusses the 

main technical difficulties encountered during the task, such as inaccurate timecodes 

and subtitle timing constraints. Finally, Paragraph 3.5 addresses the linguistic challenges 

involved in translating specialized terminology related to artificial intelligence. I will 

focus on how Italian equivalents were selected for technical, the resources I consulted, 

and the balance I aimed to find between accuracy and accessibility for a non-specialist 

audience. 

 

3.1 The AVT product 

 

The documentary <The Revolution of AI=2 takes a deep dive into how artificial 

intelligence is changing our world and its future evolution. It was released on YouTube 

on September 18, 2024, by Moconomy, a YouTube channel that has become quite 

popular for producing informative videos on topics like economics, finance, and global 

trends. Since its launch in December 2017, Moconomy has grown a lot, and by May 

2025, it had over 1.19 million subscribers and more than 65 million views. Their 

content tends to be well-researched and backed by official sources, which makes it both 

reliable and easy to follow. 

                                                
2 https://youtu.be/8jY50cMB1TU?si=Pyovj0U08IV8oP2J, last access on May 20, 2025 

https://youtu.be/8jY50cMB1TU?si=Pyovj0U08IV8oP2J
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The main host of the documentary is Shivani Bigler, an American engineer and 

neuroscientist who guides viewers through the different scenes. She is knowledgeable in 

both science and technology, so she can explain some technical concepts in a 

popularizing and clear way. Throughout the documentary, she interacts with various 

professionals, scientists, tech developers, and policy experts, about how AI is being 

developed and its potential impact on everyday life. The overall goal seems to be 

showing how AI could help improve the quality of life, solve big problems, and even 

help the planet. 

The structure of the documentary includes different parts, each focusing on a 

specific application of AI. A narrator helps connect them, offering extra information and 

predictions about what the future might look like if these technologies keep developing 

the way they are. The first part introduces self-driving cars. These are already being 

tested and even used as taxis in some cities. Engineers explain how the cars are able to 

move around safely using sensors and algorithms that help them understand their 

environment. They also discuss some of the challenges and risks involved, especially 

concerning safety and legal responsibility. Next, the documentary shifts to AI-powered 

rescue robots, i.e. robots that can go into dangerous places, like collapsed buildings or 

mines, where it might be too risky for people to go. They can find people using 

technologies like thermal imaging and then send data back to help emergency teams 

figure out where to go. The third section deals with drones that do not need GPS. 

Instead, they use other tools to figure out where they are and how to move. These 

drones are especially useful in dangerous environments like construction zones or 

farmland. The interesting part is that they can work in groups, almost like a team, which 

opens up possibilities for helping solve big issues, e.g. food production and climate 

monitoring. Then the focus shifts to humans-machine interaction and how robots can 

learn from people. They can pick up new tasks by observing and practicing. This 

technology is already being used in factories and will soon be implemented in 

healthcare settings. But there are also concerns about how this might affect jobs and the 

way we work in the future. One of the most ambitious parts of the documentary 

explores Artificial General Intelligence. Unlike regular AI, which is usually designed for 

one specific task, Artificial General Intelligence is meant to be more flexible, by 

imitating the way humans can learn new things and adapt. This part brings up a lot of 
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interesting questions about whether machines could eventually become truly intelligent 

or even self-aware. The last section jumps into the future and presents hyper-realistic 

avatars and humanoid robots. These are designed to look and act like real people, and 

they are being developed for use in virtual reality and customer service. Finally, the 

documentary discusses some of the concerns people have about privacy, identity, and 

ethics. 

Even though the topics are quite advanced, the documentary keeps concepts 

understandable. The language is simple, and when technical terms are used, they are 

usually explained in a clear way. The main host is always asking the kinds of questions 

that most people would have and breaking things down without making it feel over-

simplified. Visually, the documentary offers a balanced mix of expert interviews, 

animations, real-world footage, and graphics that help explain complex ideas. The 

transitions between sections are smooth, and the music and editing help keep it 

interesting without being overwhelming. All in all, <The Revolution of AI= is a really 

well-made documentary that tries to make sense of a really complex topic that changes 

day after day. It does not just show what AI can do today, since it also encourages 

viewers to think about where we might be headed in the future and what kind of world 

we are building as these technologies continue to develop. 

 

3.2 The subtitling tool 

 

For the subtitling task, I decided to use Ooona Tools as my main software after trying 

out a few different options. I experimented with Trados Studio Subtitling, Subtitle Edit, 

and Aegisub, all of which have their own strengths. For example, Trados is specific for 

people who are already in the translation field, Subtitle Edit is very flexible and open-

source, and Aegisub is excellent for fansubbing. But after testing them all, Ooona 

proved to be the most complete in terms of tools, as well as the easiest to use and the 

most straightforward, especially for unexperienced subtitlers.  

One of its main strengths is that Ooona is an online platform which does not 

require any installation and has a clean and modern interface. The workflow is smooth 

and fast. The layout is not overwhelming, but actually simple and effective. In addition, 

it is designed for both beginners and professionals. It also supports a lot of different 
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subtitle formats like SRT, VTT, ASS, STL, and more, so everyone can export the format 

needed. The built-in subtitle editor is definitely one of the most notable features. It let 

me create and synchronize subtitles manually, but I could also import files from the first 

draft of subtitles I created with Turboscribe (cf. Section 3.3). There are also some handy 

keyboard shortcuts that helped speeding up the workflow, like jumping a few seconds 

forward or back, pausing the video quickly, or adding timecodes more precisely.  

Ooona works well with many languages and character sets, including those that 

use non-Latin scripts like Arabic, Japanese, Chinese, or Russian. This makes it a great 

choice for international projects. Another useful tool is the quality check function, 

which automatically checks for issues like overlapping lines, missing breaks, or 

inconsistent styles. It makes it easier to find small errors that might be missed otherwise 

and helps keep everything clean and professional. One impressive feature is the 

automatic timecoding option. It uses speech recognition to create timecodes for 

subtitles, which really helped speed up the process, especially with longer or more 

dialogue-heavy passages. Ooona also has a tool called <Burn & Encode= that allows 

users to export videos with the subtitles already embedded in various formats, e.g. MP4 

and MOV. 

Overall, I had a good experience working with Ooona Tools. It was not too 

complicated, and even when I did run into minor issues, like fixing timings or 

formatting, it was easy to solve with the tools available. The software really helped me 

stay organized and focused, and I did not feel overwhelmed by the technical side of 

things. I would definitely consider using it again for future projects, especially if I need 

to work with different subtitle formats or deliver videos quickly without compromising 

on quality. 

 

3.3 The subtitling procedure 

 

In this project, I worked on subtitling a YouTube documentary, translating it from 

English to Italian. The process involved several technical steps, from transcription and 

timing to translation and final video export. 

First, I chose the video I wanted to subtitle from YouTube and downloaded the 

entire documentary onto my computer. To understand the content better, I watched it 
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several times to get familiar not only with the main ideas and topics but also with the 

specific words and expressions used. After I felt comfortable with the video, I started 

transcribing the dialogue. For this, I used an online tool called Turboscribe, which uses 

artificial intelligence to automatically turn the audio from videos into written text. It is a 

very useful tool because it saves a lot of time compared to typing everything out by 

hand. By simply uploading the audio or video file, the AI listens and writes down what 

is said. The transcription can then be edited or exported into different subtitle formats. 

Turboscribe is especially helpful because it creates a first draft that you can improve 

later, making the whole process of spotting much faster. 

Unfortunately, Turboscribe only supports files that are 30 minutes or shorter. Since the 

documentary was longer than that, I split it into two parts: one of 30 minutes and the 

other around 20 minutes. I uploaded and transcribed each part separately, then 

downloaded the two English subtitle files in .srt format, which is the file supported by 

Ooona. With the transcriptions ready, I moved on to synchronizing the subtitles with the 

video. For this, I used the <Create Pro= tool on the Ooona platform, which is used for 

subtitle editing. I uploaded the documentary video (.mp4) and the two subtitle files (.srt) 

and then started the spotting process, where I carefully matched each subtitle to the 

exact time it was spoken in the video. During this step, I also shortened some of the text 

so it would fit the screen properly and be easy to read, following subtitle timing rules 

(cf. Paragraph 2.4.1). 

After finishing the spotting and making sure all subtitles were timed correctly, I 

exported the English subtitle file in .srt format. This made the next step, translating the 

subtitles, much easier because I already had the text perfectly timed with the video. 

Next, I opened the <Translate Pro= tool and uploaded the timed English .srt file. At that 

point, the tool displayed the English subtitles on one side and an empty column for the 

Italian translation on the other. This side-by-side layout made it easier for me to 

translate each line while checking the original text at the same time. After translating all 

the subtitles into Italian, I worked on some technical details to improve the way the 

subtitles were positioned on the screen. For example, when the subtitles covered any on-

screen text, especially during the narrator9s voice-over, I moved them to the top of the 

screen, so that the potential viewer would be able to read everything. Also, I italicized 



 44 

all subtitles that were voice-overs, i.e. narrating off-screen utterances. This is a common 

way to show the difference between spoken dialogue and narration. 

Finally, I exported the Italian subtitles in two formats: .srt and .ttml. The .ttml 

format keeps the subtitle styles and is used for embedding subtitles into the video. Using 

the <Burn & Encode= tool, I uploaded the original video file and the Italian .ttml 

subtitles. This tool combined the subtitles with the video, so the Italian subtitles were 

permanently added to the documentary. Once the process was finished, I downloaded 

the final version of the video with the Italian subtitles ready for viewing. 

 

3.4 Main technical challenges 

 

The main challenges encountered during the subtitling process were both technical and 

linguistic. In this paragraph, I will primarily focus on the technical challenges, while 

Section 3.5 will be dedicated to exploring the linguistic problems, especially those 

connected to the specialized terminology used in the field of artificial intelligence.  

One of the most significant and time-consuming obstacles throughout the project 

was undoubtedly the spotting phase, which involves accurately synchronizing the 

subtitles with the exact moments they are spoken in the video. As I mentioned in the 

previous paragraph, I initially used the transcription software Turboscribe to generate a 

first draft of the subtitles, complete with suggested timecodes. This tool was somewhat 

helpful in speeding up the initial workflow because it produced an automatic draft rather 

quickly. However, the vast majority of the timecodes it generated were far from 

accurate, and I was forced to manually review and adjust every single subtitle frame by 

frame. Given that the documentary contains more than 700 subtitles, this became an 

incredibly time-consuming and tedious task. It required a lot of patience and attention to 

detail, as even small errors in timing could disrupt the viewer9s experience, making 

subtitles appear too early, too late, or overlapping inappropriately. 

After accurately correcting the timing, the next crucial step was finalizing the 

English subtitles to create a well-structured draft that would then support the translation 

process. Once again, Turboscribe provided a first draft of the subtitles. However, these 

were essentially verbatim transcriptions of the spoken dialogue, meaning they were a 

direct, word-for-word representation without any adaptation or condensing for subtitle 
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reading speed or space. This meant the text was often too long and not yet suitable for 

subtitling, which naturally requires more concise and readable phrasing. 

To solve this problem, I had to reduce the text of the subtitles, which was 

particularly demanding and time-intensive. This step was necessary to ensure that the 

subtitles would comply with the strict spatial and temporal constraints typical of 

subtitling. They must be brief enough to be read comfortably in the limited time they 

appear on screen, and they must also fit within a limited screen space. Achieving this 

balance proved to be particularly challenging, especially because it involved condensing 

sentences that were originally spoken in a foreign language. This required me to have a 

solid grasp of English so that I could effectively choose suitable synonyms, rephrase 

sentences without losing important meaning, and occasionally omit information I 

viewed as less essential for the viewer9s understanding. 

What further complicated this task was the speed at which some speakers in the 

documentary delivered their lines. In several passages, hosts spoke very quickly, 

conveying a large volume of information in a short amount of time. This rapid delivery 

meant that the subtitles often had to condense complex ideas or lenghty sentences into 

very short segments. As a result, I was sometimes forced to make difficult decisions 

about which words or expressions to leave out, always trying to maintain the overall 

message and coherence while respecting the technical limits of subtitle length and 

timing. 

Once the spotting phase was fully completed and I exported the polished English 

subtitles with reduced text as an .srt file, I moved on to the final stage of the subtitling 

process: translating the subtitles into Italian. To do this, I imported the English .srt file 

into the Translate Pro tool, which made the translation workflow more organized and 

efficient by displaying the English and Italian subtitles side by side. Compared to the 

spotting and reduction steps, this translation phase was not as demanding in terms of 

timing because the timecodes were already established and the text was already 

reduced. 

However, this phase still presented its own set of challenges. One difficulty was 

related to the structural differences between English and Italian. Italian generally uses 

more articles and longer words than English, which often makes Italian subtitles longer 

and potentially more difficult to fit within the spatial constraints of the screen. This 
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linguistic difference meant that even though the timing was fixed, I occasionally had to 

make slight adjustments to the timecodes to ensure that the Italian subtitles would not 

appear too quickly or stay on screen too briefly for viewers to read comfortably. 

Balancing the need to remain faithful to the original message while making the subtitles 

readable and visually accessible in Italian required careful attention and sometimes 

additional adjustments of the subtitle timing.  

Due to the tendency of Italian subtitles to be considerably longer than their 

English counterparts, both in terms of word length and syntactic complexity, I often 

found myself having to adopt a range of strategies in order to respect the temporal and 

spatial constraints that subtitling naturally imposes. One of the strategies I found 

particularly useful in this regard was condensation, which involves reducing the length 

of a text while still preserving its essential meaning. A clear example of this can be 

found in subtitles 7 and 8 (See Appendix 1). In the original English, the content is 

expressed through two separate and independent sentences: <Most people live and work 

side by side with self-aware androids= and <These AI companions boost productivity 

and liberate humans from tedious tasks.= When translating these segments, I initially 

attempted a more literal approach. However, I quickly noticed that subtitle 8 would 

exceed the acceptable time limits if translated word for word into Italian. This posed a 

challenge, as the Italian version needed to be concise enough to fit within the temporal 

constraints while still conveying the main message of the original. 

To solve this, I decided to merge the two sentences using the relative pronoun 

<che=. This allowed me to omit the subject <These AI companions=, which would have 

been redundant in the Italian version, given the clear reference to <androidi intelligenti= 

in the previous line. In doing so, I not only respected the time and space restrictions but 

also maintained the logical flow between the two ideas. In this specific instance, 

condensation allowed me to streamline the original information while still preserving 

the communicative intent of the text. The final Italian subtitles therefore became: 

<Molte persone vivono e lavorano insieme ad androidi intelligenti= and <che aumentano 

la produttività e ci liberano dai compiti più noiosi.=  

Overall, this subtitling process was a complex task that involved not only 

technical precision but also careful linguistic judgment. The manual effort required for 

spotting and adapting the subtitles, combined with the translation challenges posed by 
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the structural differences between English and Italian, made the project both demanding 

and rewarding. Every stage of the process came with its own specific set of challenges, 

all of which needed to be carefully addressed in order to create a final subtitle file that 

was not only precise in timing and translation but also easy for viewers to read and 

understand. 

 

3.5 Managing LSP terminology 

 

As mentioned in Paragraph 3.1, one of the main things that really stands out about the 

documentary is that it was clearly made with an educational goal in mind. It is aimed at 

a general audience, meaning people who do not necessarily have any background in 

artificial intelligence or computer science. Most viewers probably have only a basic idea 

of what AI is, or maybe just know some of the terms they have heard in the media. 

Thus, the creators had to make some intentional choices about how to present the 

content in a way that was easy to understand, e.g. to use fairly simple and direct 

language throughout the documentary, avoiding long, complicated sentences or too 

much technical jargon unless necessary. 

The frequent inclusion of interviews with professionals like engineers, scientists, 

and researchers makes the documentary easier to follow. These experts explain their 

work in a way that is meant to be clear and accessible to people who are not familiar 

with the technical aspects. They usually speak in a very straightforward and 

conversational way, breaking down complex ideas into simpler terms, which definitely 

helps the audience stay engaged and understand what is going on. 

Shivani, the main host, acts like a guide throughout the documentary and provides 

voice-over narration that ties topics together and adds extra context or clarification. 

These voice-overs are helpful because they do not just repeat what is being said: they 

explain and simplify terms and ideas that might otherwise be confusing. Despite the 

creators9 efforts to keep the language simple and the explanations clear, artificial 

intelligence remains a technical and complicated topic. So, there are plenty of moments 

where specialized vocabulary is used. I had to find a way to stay true to the original 

meaning while still making sure that the subtitles would be understandable to someone 
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who might not know all the technical terms. In other words, it was about finding the 

right balance between being accurate and being clear. 

A big part of the challenge comes from the fact that artificial intelligence is a 

fairly new field that is constantly changing and growing. Because of that, many of the 

terms used in AI originally come from English. In Italian, several have been borrowed 

through the process of loan. Some good examples of this are terms like <machine 

learning,= <deep learning,= and <deepfake.= These terms do not have proper Italian 

equivalents, and even if they did, most people are more familiar with the English 

versions. 

In the documentary, the host usually takes time to explain specialized terms when 

they are first used, which really helps the audience understand them even if they have 

never heard them before. For instance, when <machine learning= is introduced, the host 

immediately gives a simple explanation of what it means and how it is used in real life 

(Appendix 1, Subtitles 112-113). That way, even someone who has no idea what the 

term means can still follow along. In some cases, like with the term <deepfake=3, there 

is no direct explanation, but the visuals in the documentary make it clear what the term 

refers to. 

When dealing with English technical terms that actually do have possible Italian 

translations, I tried to be really careful about which version to use. I conducted research 

to figure out which version was more commonly used or better understood. For this, I 

looked at Italian tech websites and magazines like Wired Italia, because they often talk 

about AI and use the kinds of terms that people in the field are familiar with. If there 

were two different translations of the same term, I would search both on Google to see 

which one had more results and in which sources it was utilized. My thinking was that 

the version with more hits is probably the one most researchers use. For example, the 

English term <artificial general intelligence= can be translated as either intelligenza 

artificiale forte or intelligenza artificiale generale. When I searched both, I found that 

intelligenza artificiale generale had more results and was used in magazines like Wired, 

so I implemented that one. 

                                                
3 <Neologism: a video featuring bodily and facial images captured from the Internet, reprocessed and 
adapted to a context different from the original one through a sophisticated algorithm=. (translated from 
Treccani, last acces on May 30, 2025) 
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For words like <sculpting= and <casting,= which are used in the context of making 3D 

models, I used WordReference, which includes definitions from different fields, which is 

useful to figure out which meanings make the most sense based on how the terms are 

being used. One of the most important terms in the whole documentary is 

<hyperintelligence=. Even though a Google search showed that superintelligenza is 

more commonly used in Italian than iperintelligenza, I decided to opt for 

iperintelligenza. That9s because, according to the Oxford English Documentary, <hyper-

= has a stronger meaning than <super-,= and captures the original idea better. Also, in the 

Italian version of James Lovelock9s 2019 book Novacene: The Coming Age of 

Hyperintelligence, the word is translated as iperintelligenza, which helped confirm this 

choice. 

A specialized term in the field of AI is <voxelized,= which I translated as voxelizzato. 

The use of calque is, in this case acceptable in Italian but most people probably wouldn 

not know what it means unless they have a background in computer graphics or similar 

fields. Unfortunately, subtitles do not leave much room to add explanations, so I could 

not really add any extra information. 

One strategy I consistently applied throughout the subtitling process was to render the 

term <intelligenza artificiale= using its acronym, both in English (AI) and in Italian 

(IA), in order to reduce the character count in the subtitles, given the high frequency 

with which the term appears in the source text. There was one specific case in which I 

had to retain an English acronym, as translating it into Italian would have caused the 

subtitle to exceed the character limit. The acronym in question was CGI (Computer-

Generated Imagery), which is typically rendered in Italian as computer grafica. 

Fortunately, CGI is a widely recognized term within the field of cinema, and it is now 

fairly well understood by a large portion of the Italian-speaking audience. This made it 

possible to keep the English acronym without significantly compromising 

comprehension. 

With regard to the names of institutions and organizations, the documentary features 

references to several American universities throughout. For the translation, I researched 

each institution online to verify whether an established Italian equivalent existed. I 

found that some university names are typically left in English, while others are more 

commonly translated into Italian. For instance, Columbia University and the 
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Massachusetts Institute of Technology are generally not translated, whereas more 

widely recognized institutions such as Harvard University and the University of 

Pennsylvania are often rendered as Università di Harvard and Università della 

Pennsylvania, respectively. 

In the case of the University of Pennsylvania, I encountered a particular challenge. In 

English, the institution is frequently referred to using the abbreviation UPenn, which is 

widely understood in academic and popular discourse. However, in Italian there is no 

commonly used or official equivalent for this abbreviation. This posed a problem in one 

subtitle in particular (Appendix 1, subtitle 150), where the use of UPenn would not have 

been immediately clear to the Italian audience, but rendering the full Italian name would 

have exceeded the character limit. As a result, I had to slightly rephrase the subtitle in 

order to preserve both readability and clarity, while remaining within the technical 

constraints of the medium: <I9m at UPenn, remotely in Vijay Kumar9s lab= was thus 

translated as Mi trovo virtualmente nel laboratorio di Vijay Kumar.  

In sum, dealing with specialized language in a documentary about artificial 

intelligence was one of the most challenging parts of the whole subtitling project. I had 

to think really carefully about every term, not just in terms of its literal meaning, but 

also how understandable it would be for the people watching the documentary. I wanted 

to make sure the subtitles were accurate but also clear and accessible, and finding that 

balance took a lot of time, research, and sometimes even guesswork. But in the end, I 

think it was one of the most interesting and rewarding parts of the whole experience. 
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CONCLUSIONS 

 

 

This thesis has explored the field of audiovisual translation, focusing in particular on 

subtitling. Starting with general theories and key ideas, I then moved to a practical 

project that allowed me to apply what I had studied. My aim was to show how subtitling 

is not just a technical job, but also a creative and cultural process. It requires a mix of 

language skills, cultural knowledge, and technical awareness. 

In the first chapter, I discussed important ideas that help us understand audiovisual 

texts. These include multimodality (the use of different types of communication, such as 

images, sound, and text), multimediality, and syncretic texts. I also talked about the 

Italian context, where dubbing is much more common than subtitling. This has shaped 

the way Italian audiences relate to foreign content. However, this situation is slowly 

changing due to the influence of global streaming platforms. Understanding the cultural 

habits and expectations of the audience is essential when working in audiovisual 

translation. 

The second chapter focused on subtitling itself. I described the types of subtitles 

used today, interlingual, intralingual, and SDH (subtitles for the deaf and hard of 

hearing), and explained the main features of each. I also analyzed the main problems 

that subtitlers face, such as limited space and time, the need for synchronization with 

images, and the challenge of translating humor, idioms, and culture-specific references. 

I learned that subtitling is different from other types of translation. It often requires 

reducing the original content while keeping the meaning, which is not always easy. I 

also discussed the impact of technology, which can help the subtitling process but 

cannot replace human judgment and creativity. 

The third chapter was based on my subtitling project. I translated a documentary 

on artificial intelligence from English into Italian using professional tools like Create 

Pro and Translate Pro (both by Ooona). This part of the thesis was the most practical 

and challenging. I had to deal with technical language, fast speech, and tight timing. I 

also had to follow specific rules, such as the maximum number of characters per line 

and reading speed. In some cases, I had to change or shorten expressions to make them 

fit, while still keeping the meaning clear and natural for Italian viewers. This experience 
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helped me understand how demanding subtitling can be, and how many decisions the 

translator must make in a short amount of time. 

From this experience, I learned that subtitling is not only about knowing two 

languages. It also requires the ability to decide what is most important, what can be 

omitted, and how to make the subtitles easy to read. A good subtitler must understand 

the audiovisual product as a whole, including the images, sounds, and rhythm. 

Subtitling is a form of communication that connects people from different cultures and 

makes content more accessible. It is also a responsibility, because a poorly translated 

subtitle can confuse or mislead the viewer. 

I also became more aware of the importance of accessibility. Subtitles are not only 

for people who don9t speak the original language, they are also useful for people who 

are deaf or hard of hearing, for those learning a language, or for anyone watching 

content in a noisy place. Subtitles allow more people to enjoy and understand 

audiovisual content, and this is an important goal in today9s global society.  

Looking to the future, I believe that subtitling will gain increasing attention and 

importance. The number of international films and TV series available online is 

increasing, and viewers from different countries need translations that are fast, accurate, 

and well-made. However, the pressure to produce subtitles quickly and cheaply can lead 

to lower quality. I think it is important to value the role of human subtitlers and to invest 

in proper training. Technology can support the process, but it cannot fully replace the 

human ability to understand meaning, culture, and tone. 

Training and education are key to preparing new professionals in this field. 

Universities and other institutions should offer more practical courses, where students 

can learn how to use real subtitling tools and work on real materials. It is important not 

only to study theory, but also to practice and face real problems. In my case, the 

practical project helped me understand many things that books alone cannot teach. 

To conclude, this thesis has been a valuable and enriching journey. It allowed me 

to connect theory with practice, and to develop useful skills for my future career. I 

discovered the complexity of subtitling and the important role it plays in today9s media 

world. I hope that my work can show the value of subtitling as a serious and creative 

profession and encourage more people to study and appreciate it. 
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APPENDIX 1 

 

# Timing Duration Source Text Target Text 

gestita dall’IA.

l’inquinamento



 54 



 55 



 56 

L’IA co



 57 

l’auto non ha riconosciuto 



 58 



 59 

Un robot legge l’ambiente 



 60 



 61 

Ha visto l’apertura a destra,



 62 



 63 



 64 

l’edilizia e l’esplorazione 



 65 



 66 



 67 

and they’re assuming it?

doesn’t 



 68 

labor, that’



 69 

Julie’s team is creating a 



 70 

serve l’esempio



 71 



 72 

Come nel basket, c’è un 

L’analogia col baske

Data l’importanza

Dobbiamo sviluppare l’IA



 73 



 74 



 75 



 76 



 77 

I know we’ve only scratched 

L’autocoscienza non è che 



 78 

pensieri verso l’anno di età.

e a conoscere l’ambiente



 79 

Sì, direi che è un’ottima 



 80 

l’autocoscienza 



 81 



 82 

verso l’autocoscienza.

L’autocoscienza è simile



 83 

“è 

un’intonazione prima



 84 



 85 

L'IA con l’iperintelligenza 



 86 

che un’immagine 



 87 



 88 



 89 



 90 

L’oralità è solo un aspetto

nell’interazione soc

dall’espressione del volto,



 91 



 92 



 93 

Il potenziale dell’IA di 

l’istruzione è enorme,

l’intelligenza umana.
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l’umanità in meglio.
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RIASSUNTO IN ITALIANO 

 

Negli ultimi decenni, la diffusione globale dei contenuti audiovisivi ha subito profondi 

cambiamenti, trasformandosi in uno dei principali strumenti attraverso cui le persone 

accedono alla cultura, all'informazione e all'intrattenimento. Questo fenomeno è stato 

fortemente influenzato dallo sviluppo delle tecnologie digitali e, soprattutto, dalla 

crescita esponenziale di Internet, che ha rivoluzionato il modo in cui i contenuti 

vengono creati, distribuiti e consumati. L'arrivo delle piattaforme di streaming on 

demand, come Netflix, Amazon Prime Video, Disney+, YouTube e molte altre, ha reso 

disponibile un'enorme varietà di contenuti audiovisivi provenienti da ogni parte del 

mondo, accessibili in qualunque momento e da qualunque dispositivo connesso alla 

rete. 

In questo nuovo panorama mediale sempre più globalizzato, la traduzione 

audiovisiva (AVT) ha assunto un ruolo centrale e imprescindibile. Tradurre un prodotto 

audiovisivo non significa semplicemente trasporre un testo da una lingua a un'altra, ma 

comporta un'attività molto più complessa, che implica la mediazione tra codici 

linguistici, culturali e tecnici. Tra le varie modalità di AVT, la sottotitolazione si 

distingue per la sua efficacia comunicativa, i costi contenuti e la velocità di 

realizzazione. Inoltre, mantenendo inalterata la traccia audio originale, consente di 

preservare l'autenticità del messaggio e il legame con la cultura d'origine, elementi 

fondamentali per una fruizione consapevole e rispettosa del contenuto audiovisivo. 

La presente tesi si articola in tre capitoli principali, ognuno dei quali affronta un 

aspetto specifico della traduzione audiovisiva e, nello specifico, della sottotitolazione. Il 

primo capitolo si concentra sugli aspetti teorici della TAV, il secondo approfondisce le 

caratteristiche tecniche e linguistiche della sottotitolazione, mentre il terzo presenta un 

caso di studio concreto basato sull'esperienza pratica di sottotitolazione di un 

documentario scientifico a fine divulgativo. 

Nel primo capitolo vengono introdotti concetti fondamentali per comprendere la 

complessità dei testi audiovisivi. Si parla in particolare di multimodalità e 

multimedialità: due concetti chiave per definire la natura composita del testo 

audiovisivo, che nasce dall'interazione di diversi codici comunicativi (immagini, suoni, 

parole, musica, gesti), e viene veicolato attraverso molteplici canali tecnologici. Il 
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traduttore audiovisivo si trova quindi a lavorare con un testo sincretico, in cui il 

significato emerge dall'insieme coordinato degli elementi visivi e sonori. Questo 

richiede una competenza che va oltre la semplice conoscenza linguistica, poiché è 

necessario interpretare e rielaborare il messaggio tenendo conto della sua dimensione 

plurisemiotica. 

Il capitolo prosegue con una panoramica storica dell'evoluzione della traduzione 

audiovisiva, dalle origini del cinema muto, con l'utilizzo dei cartelli esplicativi, fino alle 

forme moderne come il doppiaggio, la sottotitolazione, l'audiodescrizione e la 

localizzazione dei videogiochi. Particolare attenzione viene riservata al contesto 

italiano, dove il doppiaggio ha storicamente avuto un ruolo predominante, anche per 

motivi politici e culturali. Solo in tempi recenti, grazie all'avvento della televisione 

digitale, dei DVD e delle piattaforme online, si è assistito a una maggiore diffusione dei 

contenuti in lingua originale e, di conseguenza, a una crescente accettazione della 

sottotitolazione anche da parte del pubblico italiano. 

Il secondo capitolo si concentra in modo specifico sulla sottotitolazione, 

analizzandone le caratteristiche teoriche e pratiche. Viene fornita una definizione tecnica 

della sottotitolazione come rappresentazione testuale, concisa e sincronizzata, del 

parlato e dei suoni rilevanti di un prodotto audiovisivo. Si distinguono le principali 

tipologie: sottotitoli interlinguistici (da una lingua all'altra), intralinguistici (nella stessa 

lingua o per scopi didattici) e SDH (Subtitles for the Deaf and Hard-of-Hearing, per 

persone con difficoltà uditive), che includono informazioni non verbali come effetti 

sonori e musica. 

Il capitolo analizza anche le difficoltà intrinse che del processo di sottotitolazione, 

legate ai vincoli di spazio (numero massimo di caratteri per riga) e di tempo (durata di 

esposizione a schermo), alla necessità di sincronizzazione precisa tra testo e immagine, 

e alla resa efficace dei contenuti, anche nei casi di dialoghi sovrapposti o di contenuti 

specialistici. Si approfondisce inoltre l'utilizzo dei principali software professionali 

come Ooona Tools, Subtitle Edit, Aegisub, evidenziando i loro punti di forza e di 

debolezza. 

Una parte significativa del capitolo è dedicata alle strategie traduttive necessarie 

per affrontare le sfide linguistiche e culturali: giochi di parole, espressioni idiomatiche, 

riferimenti culturali, registri diversi e dialoghi naturali. L'adattamento richiede 



 103 

flessibilità e creatività da parte del traduttore, che deve anche tenere conto della 

trasformazione diamesica, cioè del passaggio dall'oralità alla scrittura, con tutto ciò che 

questo comporta in termini di sintesi, chiarezza e leggibilità. 

Il terzo capitolo rappresenta il fulcro operativo del lavoro e presenta un caso di 

studio concreto: la sottotitolazione in italiano del documentario divulgativo <The 

Revolution of AI=, pubblicato dal canale YouTube Moconomy, noto per i suoi contenuti 

di carattere scientifico e tecnologico. Il documentario, della durata di circa 50 minuti, 

affronta vari temi legati all9intelligenza artificiale, tra cui le auto a guida autonoma, i 

robot da salvataggio, i droni intelligenti, il machine learning, l9intelligenza artificiale 

generale e gli avatar iperrealistici. 

Il lavoro è iniziato con una visione attenta del documentario, seguita dalla 

trascrizione automatica dell'audio tramite Turboscribe, uno strumento basato su 

intelligenza artificiale. I sottotitoli generati sono stati poi caricati su Ooona Tools, scelto 

dopo un confronto con altri software, per la sua semplicità d9uso e completezza di 

funzioni. Una volta effettuato lo spotting e corretti i timecode errati, si è passati alla 

traduzione dei sottotitoli, avendo cura di adattare i contenuti in modo comprensibile per 

un pubblico italiano non specializzato. 

Durante il lavoro sono emerse diverse difficoltà tecniche, tra cui la scarsa 

precisione della trascrizione automatica e la necessità di condensare testi lunghi in 

sottotitoli brevi e leggibili. Alcuni passaggi, particolarmente densi di informazioni, 

hanno richiesto scelte traduttive complesse, come l9unione di più frasi o l9eliminazione 

di dettagli secondari. Anche la terminologia specialistica ha rappresentato una sfida: si è 

cercato un equilibrio tra fedeltà al significato originale e chiarezza espositiva, ricorrendo 

a fonti autorevoli e adottando, quando necessario, abbreviazioni o prestiti linguistici. 

L9esperienza ha evidenziato quanto il lavoro di sottotitolazione richieda non solo 

competenze linguistiche avanzate, ma anche capacità di analisi, sintesi e adattamento. 

Ogni sottotitolo è il risultato di una decisione ponderata, in cui il traduttore deve 

bilanciare vincoli tecnici, esigenze comunicative e rispetto per il pubblico. 

In conclusione, questa tesi ha permesso di approfondire il ruolo della 

sottotitolazione come pratica professionale multidisciplinare. Tradurre un prodotto 

audiovisivo significa contribuire alla sua accessibilità, favorire il dialogo interculturale e 

ampliare la diffusione della conoscenza. La parte teorica ha offerto le basi per 
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comprendere le dinamiche della traduzione audiovisiva, mentre il progetto pratico ha 

consentito di mettere alla prova le competenze acquisite. Ne emerge un profilo del 

sottotitolatore come figura chiave nel panorama mediale contemporaneo, capace di 

unire precisione tecnica, sensibilità linguistica e consapevolezza culturale. È 

auspicabile, per il futuro, una maggiore valorizzazione di questa professione, anche 

attraverso percorsi formativi che integrino teoria e pratica, e che preparino i traduttori a 

rispondere alle sfide di un mercato in continua evoluzione. 
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