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ABSTRACT

Translation is very important for humanity. Many books, magazines, scientific research,
among others, have been translated and are also continuing to be translated. Moreover,
song translation is a new field for translators and more research needs to be done. The aim
of the study is to analyze translation strategies and to understand to what extent using the
strategy of “Translation” is possible for songs in Walt Disney Animated Musical Movies
into Turkish within the framework of Skopos Theory. It also sheds some light on losses
and gains which are applied to these songs. The movies are “The Princess and the Frog”
(2009), “Tangled” (2010), “Frozen” (2013) and “Moana” (2016). These movies have been
selected because they are the four most recently released-musical animated movies from
Walt Disney. In addition, they are well-known animated movies, and the most important
reason is all songs in these movies were translated by Selim Atakan. From each movie, two
songs were selected randomly. The study focuses on translation strategies based on those
of Peter Low (2005): “Translation”, “Adaptation” and “Replacement”. The study is a
descriptive qualitative and gquantitative research. An interview with Selim Atakan has also
been added. The result of the study has shown that, contrary to general belief, the most
frequently used translation strategy is “Translation”. The second is “Adaptation” and the
least used is “Replacement”. For the loss and gain process, Bassnett states that losses are
inevitable; therefore, there are more losses than gains.
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OZET

Ceviri, insanlik i¢in 6nemlidir. Pek ¢ok kitap, dergi, bilimsel arastirma vb. terciime edilmis
ve edilmeye devam edecektir. Cevirmenler i¢in, sarki gevirisi yeni bir alandir ve daha ¢ok
arastirma yapilmasi gerekmektedir. Bu calismanin amaci, Skopos Teorisi ¢ergevesinde,
Walt Disney Animasyon Muzikal filmlerindeki sarkilarin Tiirk¢eye ¢evirisinde kullanilan
ceviri stratejilerini analiz etmek ve “Ceviri” startejisinin ne derece miimkiin oldugunu
anlamaktir. Calisma ayrica bu filmlerde goriilen kayip ve kazanimlara da 1s1k tutacaktir.
Kullanilan filmler; “Prenses ve Kurbaga” (2009), “Karmakarisik” (2010), “Karlar Ulkesi”
(2013) ve “Moana” (2016) dir. Walt Disney’in yayinlanan Son dort miizikal animasyon
filmi olduklari i¢in bu filmler secilmistir. Ayrica, bu filmler ¢ok bilinen filmlerdir ve diger
bir sebep ise, bu filmlerdeki tiim sarkilar Selim Atakan tarafindan ¢evrilmistir. Her filmden
iki sarki rastgele secilmistir. Calisma, Peter Low'in (2005) sarki g¢evirisi Stratejilerine
odaklanir. Bunlar; “Ceviri”, “Uyarlama” ve “Degistirme” dir. Calisma, agiklayici nitel ve
nicel arastirma iizerine kurulmustur. Ayrica, Selim Atakan ile sarki ¢evirileri lizerine bir
roportaj da eklenmistir. Calismanin sonucu, inanilanin aksine, en ¢ok kullanilan ceviri
stratejisinin - "Ceviri" oldugunu gostermistir. Ikincisi "Uyarlama" ve sonuncusu
"Degistirme" dir. Kayip ve kazang stireci i¢in, Bassnett’in belirttigi gibi kayip kaginilmaz
oldugundan; kazanimlardan daha fazla kayiplar vardir.
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The abbreviations used in this study and their descriptions are as follows:

Abbreviations
SL
ST(s)
TL
TT(s)

ABBREVIATIONS

Description
Source Language
Source Text(s)
Target Language
Target Text(s)

Xi



INTRODUCTION

In the world, there are many languages being used to communicate. According to Hornby
(2000: 721), language means, “The system of communication in speech and writing that is
used by people of a particular country”. People use language for communication but
because of the existence of different languages, the need for translation is inevitable and its
history goes back a long way. Books, articles and magazines have been translated for
centuries as a result of existing different languages.

The word “Translation” comes from a Latin term meaning, "to bring or carry across".
Many scholars such as, Bhatia, Nida and Taber define “Translation”. According to Bhatia
(1992: 1051), “Translation is the communication of the meaning of a source-language text
by means of an equivalent target-language text”. Nida and Taber (2003: 12) define
translation as a process of “reproducing in the receptor language the closest natural
equivalence of the source language message, first in terms of meaning and secondly in
terms of style”. Moreover, according to Dubois (1974), “Translation is the expression in
another language (or the target language) of what has been expressed in another, source
language, preserving semantic and stylistic equivalences” (cited from Bell (1991: 5)).
Briefly, translation is used for rewriting the source language (SL) text in the target
language (TL). Thanks to translation, many people from different countries can gain any

information or read any book that has been written in another language.

Many different types of translation texts or scripts exist such as poetry, novels, stories,
movie scripts, and magazines. A new field in translation is song translation — sometimes
called "singing translation"— that is so similar to poetry translation. When compared to
that for other kinds of texts, such as religious, literary, or scientific, like poetry translation,
song translation is more difficult. Since with the usual and common translation problems,
the translator should make good choices of words that suit the number of notes, the
rhythm, the music, and be aware of the length of the song phrases. Moreover, the objective
is to devise singable Target Texts (TTs) to fit the existing music, so semantic translations
are particularly difficult and tend not resemble the original lyrics very much. Therefore, the
translator should be talented not only in translation but also in music. For instance, the

translator needs to have a good sense of rhythm to make a successful translation.



Moreover, there are a lot of different types of songs such as pop music, musicals, children
songs, and so on. Walt Disney animated movies are well-known among children who wait
impatiently for the new ones. They include lots of music that is very simple and enjoyable

since it is primarily aimed at children.

While translating songs, translators can use different methods or strategies which have
been proposed by different scholars such as Lefevere (1975), Baker (1992), Raffle (1998),
Molina and Albir (2002), Franzon (2008), Peter Low (2005) and so on.

For the translation of songs, translational equivalence is very important at word level.
Moreover, as Peter Low (2013) mentions, it is very difficult to focus only on the
characteristics of the Source Text. Target culture expectations and their needs are more
important than Source Text. Skopos Theory focuses on the target text and culture. Vermeer
(2000:230) defines the term skopos “to designate the ‘goal or purpose, defined by the
commission and if necessary adjusted by the translator”’. The functionalist approach
(Vermeer, 1978: 100) points out that “the methodology and strategies of translation should
be determined by their skopos”. Vermeer (2000: 231) states that “It is the skopos that helps
the translator ‘to determine whether the source text needs to be “translated”,

“paraphrased”, or completely “re-edited””’.

According to Lefevere (1992), translating is a rewriting process so some words, phrases or
sentences have to be added or reduced. Therefore, as Bassnett affirms, there are some gains

or losses while translating songs.

In this study, Peter Low’s strategies and losses & gains decribed by Bassnett have been
used to analyze the process of translation of songs in Walt Disney animated movies. The
topic of the study is the identification of translation strategies and discovery of the extent
to which using the strategy of “Translation” is possible in translating Walt Disney
animated musical movies into Turkish within the framework of Skopos Theory.
Determining the losses and gains and their frequencies, which are applied in the translation

of songs, are also included in the subject of the study.

In this introductory chapter, the aim and research questions, significance, assumptions,

scope of the study, limitations of the study and definitions have been laid out.



Aim of the Study

The aim of the study is to analyze translation strategies and losses & gains described by
Bassnett and to understand to what extent using the strategy of “Translation” is possible in
the translation process of songs in Walt Disney animated musical movies into Turkish
within the framework of Skopos Theory.

Therefore, within the framework of the study, two songs from The Princess and The Frog
(2009), namely Almost There and Friends on the Other Side, two songs from Tangled
(2010), namely Mother Knows the Best and /'ve Got a Dream, two songs from Frozen
(2013), namely For the First Time Forever, and Love is an Open Door and two songs from

Moana (2016), namely Where You Are and How Far I'll Go have been chosen to analyze.

Research Questions

While translating songs, there are some challenges encountered such as phonic figures,
musical pattern, poetic pattern, non-standard language, cultural specific items, humor,
metaphor, and so on. This study tries to find an answer- in spite of these difficulties, to
what extend it is possible to use the strategy of “Translation” when translating the songs in

Walt Disney animated musical movies.

Main Question;
» To what extent is it possible to use the strategy of “Translation” when translating the
songs in Walt Disney animated musical movies, given the view that “Adaptation” is a

more common strategy?

Sub-questions;

» What are the losses & gains, their types and their frequencies in the translation process
of songs in Walt Disney animated musical movies?

» What type of losses & gains is more common in the translation process of songs in Walt
Disney animated movies?

» How possible is it to translate the songs in Walt Disney animated musical movies
without any losses & gains using semantic translation in terms of Newmark?

» What are the translation strategies, used in the translation process of songs in Walt
Disney animated musical movies and their frequencies?

» Which translation strategies are the most and the least preferred for these movies?



Significances of the Study

Analysis of song translation, especially the translation of songs in animated musical
movies, is a new field and more research should be done. This study is one of the first
studies that analyzes the translation strategies on a sentence basis. Although thousands of
song lyrics are presented (and commonly accepted) as translations of songs from other

languages, very little study has been done on their levels on semantic equivalence.

In addition, for the study, the most recently released four animated movies have been
selected so information is given about contemporary translation strategies. Therefore, the
results of this analysis in translation studies applied in selected songs are crucial and the

expected significant findings are:
(1)For researchers

To improve their knowledge about translation strategies and loss & gain, especially in the
translation of songs in Walt Disney animated musical movies. Moreover, it will help

further research on translation studies.

(2) For readers

a. To obtain information about translation strategies.

b. To learn whether using the strategy of “Translation” is possible in the translation
process of songs in Walt Disney animated musical movies.

c. To give detailed information about loss & gain and semantic translation in song

translation in animated musical movies.

Assumptions

In this study, it has been assumed that;

» Peter Low’s song translation strategies are appropriate for the study.
» The songs are appropriate for the research questions.

» The selected songs are sufficient.



Scope of the Study

The scope of this study focuses on the translation strategies based on Peter Low’s
strategies (2005) and loss & gain described by Bassnett (1991: 30) found in the Walt
Disney animated musical movies’ songs; The Princess and The Frog, Tangled, Frozen and
Moana.

Peter Low’s strategies have been preferred, since they are one of the latest strategies for the
song translation (2005) and they are appropriate for the songs in Walt Disney animated
movies. For example, in Franzon approaches (2008), there are approaches like leaving the
song untranslated or not taking the music into account that are not suitable for the songs in
Walt Disney animated movies. Moreover, they are not strict and they are adaptable to all

songs.
Limitations

The study is limited to;

» Four Walt Disney animated musical movies whose all songs were translated.

» These movies were released between 2009 and 2016.

» Translations of two songs from The Princess and The Frog, namely Almost There and
Friends on the Other Side translated as Neredeyse Orada, Bir de Dostlar Obiir Diinyadan;
two songs from Tangled, Mother Knows the Best, /'ve Got a Dream translated as Anneler
Bilir, Hayalim Var, two songs from Frozen, For the First Time in Forever and Love is an
Open Door translated as Hayatimda Ik Defa and Yol Acildi Aska, and two songs from
Moana, Where You Are and How Far I'll Go translated as Mutluluk Orada and Uzaklarda,
respectively.

» The results are limited to translation strategies and loss & gain in these songs.

Definitions of the Terms

Song lyrics are the words of eight Walt Disney animated musical movies’ songs which

were studied.

Song translation is the term that refers to the translation of song lyrics from the SL to TL

with keeping the original song rhythm and melody in this study.



Translation within the scope of song translation is “a target text (TT) where all significant
details of meaning and structure of the original version have been transferred into target
text (TT)” (Low, 2013: 237).

Adaptation is “a derivative text where significant details of meaning have not been
transferred which easily could have been” (Low, 2016: 116).

Replacement text is “where completely new verbal components are underlaid to an existing
melody” (Low, 2013: 230).

Translation Strategy was defined by Venuti (1998) as “the basic tasks of choosing the
foreign text to be translated and developing a method to translate it."

Semantic translation attempts to render, as closely as the semantic and syntactic structures

of the TT allow, the exact contextual meaning of the original (Newmark, 1981: 39).

Source lyrics are the original text lyrics, which are translated to another foreign language.

Target lyrics are the translation of the source text (ST) lyrics or the final text lyrics.

Qualitative analysis is the study of eight selected song lyrics from four different Walt
Disney animated movies according to Peter Low’s Translation strategies and Bassnett’s

loss and gain.

Quantitative analysis is “an approach quantifying problem by generating numerical data or
information that can be transformed into useable statistics. It is used to quantify categories,

attitudes, opinions, behaviors, and other defined variables” (Wyse, 2011).

Skopos, which means “aim” or “purpose”, was proposed into translation theory by Hans J.
Vermeer in the 1970s.

Loss & Gain meaning in the TL, results from language differences according to Bassnett
(1991: 30).

In short, eight song lyrics from Walt Disney Animated Movies translated into Turkish have
been analyzed according to Peter Low’s (2005) song translation strategies and loss&gain

described by Bassnet (1991) within the framework of Skopos Theory. Therefore, this study



consists of four chapters. The introduction part deals with the subject, aim and research
questions, significance, assumptions, scope of the study, limitations of the study and

definitions.

The first chapter is the theoretical framework. In this chapter, previous studies of related
literature, song translation, Walt Disney animated movies, their translator and arranger:
Selim Atakan, how to translate these kinds of movies’ songs, Skopos theory, translation
strategies in song translation; “Translation”, “Adaptation”, “Replacement”, and Loss &

Gain have been discussed.

The second chapter is the methodology part, and in this chapter, design of the study,
instrument and techniques of data collection, and techniques of data analysis have been

presented.

The third chapter is the descriptive analysis of Songs Translation in Walt Disney Animated
Movies. In this chapter, the eight selected songs in Walt Disney animated movies have
been compared to the original lyrics. Strategies, used in the song translation, have been

found out and Loss & Gain have been revealed in detail in separate tables for each song.

The last chapter is the conclusion and suggestion. In this chapter, the results of the analysis
of the translation strategies and the losses & gains and their types in the translation process
of songs in Walt Disney animated musical movies have been interpreted descriptively and
comparatively. In addition, the result has been compared with the interview of Selim

Atakan. Moreover, some suggestions for researchers and readers have been discussed.






CHAPTER ONE

THEORETICAL FRAMEWORK

1.1. Previous studies of Related Literature

In Turkey, there are many translations of many cultural products from movies to novels.
After 2000, articles, essays and books on song translation started to increase. A television
channel called CNBC-e, which only broadcasts foreign content with subtitle translation has
a very significant rate of visibility between the dubbing and the domestic broadcasting
channels. However, on many television channels, foreign songs that make up the bulk of
the daily stream are hardly ever entered into this translation process. Moreover, although

music is very important in our lives, song translation is a new field for researchers.

John Franzon from Helsinki University is one of the first and most well-known scholars on
song translation. He studied translations of musical text from English into Swedish. His
doctoral dissertation was on a comparative study of a Swedish, Norwegian, and Danish
translation of the Broadway musical “My Fair Lady” from 1956. The aim of Franzon’s
study was “to describe the stages involved in the translation process, and the difficulties a
translator might encounter when translating songs”. Franzon (2005: 256) stated that “the
finding shows that they all aimed at creating a close reproduction of the original and story
remains more or less the same”. Even though different words were used in the three

versions, they are very similar to the meaning of the original text.

Franzon (2008: 373, 399) categorizes song translation techniques as;

“1. Leaving the song untranslated,

2. Translating the lyrics without taking the music into account,

3. Writing new lyrics to the original music with no similarities with the original lyrics,

4. Translating the lyrics and adapting the music by taking the original music into account.

5. Adapting the translation to the original music”.

Furthermore, Franzon (2014: 189) stated that “There are translators who work with great
respect for both the original lyricist and the composer; there are also translated versions of
the songs which take considerable liberty with the original lyrics, or, conversely, do not

take the original music into account”.
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Klaus Kaindl is another scholar of Translation Studies. He works at the University of

Vienna. He was influenced by Venuti’s “domestication” approach.

Johanna Akerstrom, from Sodertorn University College in Sweden, also has a study,
namely “Translating Song Lyrics: A Study of the Translation of the Three Musicals by
Benny Andersson and Bjorn Ulvaeus”. As can be understood from its name, the aim of the

study is to compare STs with their translated versions.

The results were analyzed in different aspects. For example, they show that in the ST there
are 700 words in English, although in the translated versions there are only 644 words.
Therefore, the original English songs contain more words than the translated Swedish
versions. Therefore, there is a loss of words in translated Swedish versions. There are no
explanations why this loss occurred. Moreover, only seven words (2 %) in the translations
of four songs from CHESS pa Svenska and MAMA MIA! pa Svenska were word-for-word
translations. In KRISTINA, where the translation is from Swedish into English, there were
nine words (also 2 %) that were word-for-word translations and 35 words in CHESS pa
Svenska, 36 words in MAMMA MIA! pa Svenska, and 36 words in Kristina, were
additions in the translated versions. The other findings are related to omitted words. 30
words in the texts from CHESS, 32 in Kristina fran Duvemala and 39 in MAMMA MIA
were omitted. Another result is related to metaphors. While CHESS pé Svenska (nine
words) and MAMMA MIA! pa Svenska (four words) contained metaphors, KRISTINA
contained no metaphors at all. In addition, paraphrase is used in the translated versions. For
example, there were 271 words paraphrased in CHESS pa Svenska, 276 words in
MAMMA MIA! pa Svenska and 313 words in KRISTINA.

A very detailed study about loss and gain is Sulistyoko Agustina’s (2013) research on
“Loss and Gain in Translation Process of a Comic The Adventures of Tintin: Tintin in
America Into Indonesian Version Petualangan Tintin: Tintin di Amerika”, which analyzes

the loss and gain in the translation process of a comic.

The findings of Agustina’s study showed that there were 130 incidences of loss and gain.
The study can be classified into two parts. The first part is the loss process. She analyzed
patterns according to word, phrase and clause loss. She found 111 patterns: there were 34
patterns of word loss with a frequency of 30 %, 62 patterns of phrase loss with a frequency

of 56 %, and 15 patterns of clause loss with a frequency of 14%. The second part is related
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to the gain process. As with loss, Agustina analyzed the gain patterns of word, phrase and
clause. She only found 19 gain patterns in this study. They were 15 patterns of word gain
with a frequency of 79 % and four patterns of phrase gain with a frequency of 21 %. There
were no clause gain patterns. In her view, the reason for the gain and loss patterns in
translating the comic is that the translator wants to make a good natural translation.
Moreover, the translator sometimes applied the loss because of space limitation and
elimination of some words if there is no changing in the meaning or the context of the ST.
In conclusion, the translation result of the comic “The Adventure of Tintin: Tintin in

America” into “Petualangan Tintin: Tintin di Amerika” was good quality and acceptable.

Among pertinent research, only Bahrul Ulum (2015) focused on the translation techniques
of song lyrics and loss & gain. His research is entitled “Translation Techniques and the
Resulted Gain and Loss in English Pop Song Lyrics of Slank’s Album”. Translating song
lyrics is different from translating bilingual books or comics. According to him, the loss

and gain sometimes occur to preserve the harmony between lyrics and music.

He analyzed the English pop song lyrics of Slank’s Album. He found that from 76 items
that, while translating the song’s lyrics, nine translation techniques were used. The total
frequency of translation technique usage is 114 times as most of the lyrics applied not only
one translation technique, but two and three different techniques, called doublet or couplet
(two techniques) and triplet (three techniques). The findings show that the technique
mostly used is “literal translation” with a frequency of 24 times (21, 05 %); the second is
“amplification” with a frequency of 22 times (19,29 %), the third is “modulation” with 20
times (17,54 %), the fourth is “reduction” with 11 times (9,65 %), then “borrowing” 10
times (8,80 %), followed by “linguistic amplification” 8 times (7,01 %) and
“generalization” 7 times (6,14 %). The last are “discursive creation” with a frequency of

seven times (6,14 %), and “particularization” 5 times (4,38 %).

The result of the study shows that the gain occurs with a frequency of 86 times while the
loss occurs with a frequency of 28 times. It shows that gain is applied more than loss. In
addition, Ulum divided the gain and loss into three parts. They are word, phrase, and
clause. The word gain occurs 33 times (38,37 %), the phrase gain occurs 17 times (19,77
%) and the clause gain occurs 36 times (41,86 %). Meanwhile, the word loss occurs 9
times (32,14 %), the phrase loss occurs 6 times (21,43 %) and the clause loss occurs 13
times (46,43 %).
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Pannapa Warachananan and Dutsadee Roongrattanakool also studied Walt Disney Movies’
songs translation. They tried to find out that translation strategies in the “A Study of
Translation Strategies in the Translation of Songs in Walt Disney’s Animated Feature
Films into Thai Versions”. This study is based on Baker’s framework - Baker (1992)
classified her translation strategies as:

“1- translation by omission,

2- translation by paraphrase using unrelated words,

3- translation by using a loan word,

4- translation by paraphrase using a related word,

5- translation by a more general word (superordinate),

6- translation by a more neutral/less expressive word, and

7- translation by cultural substitution (ranked from the most to the least frequently used in
this study)”.

There are also some Turkish scholars who have studied song translation. One is Senem
Oner (2005), who introduced such terms into literature as “target songs”, and Sebnem
Susam-Sarajeva from the University of Edinburgh, who wrote some articles about song
translation on analyses of Greek songs “Rembetikos”. According to her, song and music
translation has been neglected so far. Susam-Sarajeva (2008) states that “Translation and
music is shown to be a fascinating area to explore, not only for specialized
translators/scholars but also for researchers in translation studies, cultural studies, media

studies and musicology”.

There are additionally some master’s theses on song translation in Turkey, for example,
Damla Kales whose thesis is “Translation and Adaptation of English Song Lyrics into
Turkish Between 1965-1980: Analysis within the Framework of Polysystem Theory and
Song Translation Strategies (2015)”, in which she used Peter Low’s categorization. The
findings show that “Adaptation” was found to be the most widely used strategy in

translations of the English songs; it was followed by “Replacement” and “Translation”.

In Laura Maria Siitonen’s master’s thesis named “Subtitling the Songs in the Eurovision
Song Contest” (2014), she analyzed the subtitles of nine songs from the Eurovision Song
Contest in the 1990s and 2000s. Her thesis was based on Peter Low’s (2005) Pentathlon
Approach to song translation and the Skopos theory by Hans Vermeer (2000).
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Another example of a thesis on song translation is “Strategies and Quality: Translation of
Song Lyrics from English to Thai” by Nantaporn Sangroj in 2009. He analyzed 18 song
lyrics translated from English into Thai within two theoretical frameworks: the seven poem
strategies proposed by Lefevere (1975) and the seven standards of textuality proposed by
de Beaugrande and Dressler (1981). The results show that literal translation and
interpretation are those most used. The findings also show within de Beaugrande and
Dressler’s (1981) theoretical framework that translation did not correspond to the original
and the most frequent violation of the textual standard was the intentionality and

informativity.

The last example of a thesis on song translation is Dwi Martini’s study in 2015. His thesis
is “An Analysis of Translation Techniques and Quality of Figurative Language in Song
Lyrics in the Lion King Movie”. The aim of the thesis was to analyze the translation
techniques used in song lyric subtitling into Indonesian and learning the translation quality
in terms of accuracy and acceptability. The findings on translation techniques show that
three techniques were applied: “removal of figurative texture”, “alteration of figurative
texture” and “identify of figurative texture”. In addition, the findings on translation
accuracy show that 71 data are accurate, 11 are less accurate and that no data were
inaccurate; on translation acceptability, 76 data are acceptable, six are less acceptable and

no data is unacceptable.

One of the last scholars to put forward strategies for song translation is Peter Low. For
him, there are three translation strategies, namely: “Translation”, “Adaptation” and
“Replacement”. Moreover, he introduced the ‘“Pentathlon Principle” in relation to song
translation. Kales states that according to the “Pentathlon Principle if the translator would
like singable target lyrics, s/he gives importance to features of the ST, instead of the
function or skopos of ST. Vermeer (2000: 231) states that “Skopos might help determine
whether the ST needs to be translated, paraphrased or re-edited”. On this point, the
Pentathlon approach resembles Vermeer’s thoughts about translation, that is, “song
translation”, “song adaptation” or “replacement (texts)”. Kales also states, “The reason
why this principle is called as Pentathlon is that song translators are like Olympic
pentathletes. They compete in five different racetracks. Their aims are to sustain their

energy till the very end of the meters, to gain flexibility rather than to break the world
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record and to have flexibility and total score. To name these racetracks, these are

singability, sense, naturalness, rhythm and rhyme” (2015: 19).

The studies on movie song translation are very limited. This study will try to ascertain the
most used Translation strategy according to Peter Low’s categorization, and the types of
loss & gain and their percentages. Therefore, this research offers something different on
song translation, and this study tries to determine if using the strategy of “Translation”

instead of “Adaptation” is possible.

1.2. Song Translation

You can take all the novels in the world and not one of them will
make you feel as good as fast as [begins to sing] ‘I’ve got
sunshine on a cloudy day...’ (Alex Fletcher, in Music and Lyrics,
2007)

Translation history goes back a long way. A great many documents, books, speeches,
articles, magazines and other material have to date been translated. Translation, according
to Nida and Taber (2003: 12), is a process of “reproducing in the receptor language the
closest natural equivalence of the source language message, first in terms of meaning and

secondly in terms of style”.

A song is an oral expressive musical genre and it puts music and words together. Jakobson
(1971: 701) describes this combination as “two particularly elaborate systems of purely
auditory and temporal signs” (as cited in Gorlee, 2005: 187). What characterizes song as a
genre is the combination of words and music, a combination that is fully realized in vocal
performance. Although the most typical songs have short texts and relatively simple
melodies, the genre is very diverse: “a song may be (for example) a long narrative ballad, a
sacred hymn, a complex aria from opera, a satirical jazz-song or a repetitive chant for
dancing” (Low, 2005: 200).

When translating songs, the translator is often faced with the dilemma of whether to
sacrifice content for the sake of form or form for the sake of content. Hatim and Munday

(2004: 10) give their view on this dilemma:
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“Sense maybe translated, while the form often cannot. The point where form begins
to contribute to sense is where we approach un-translatability. This clearly is most
likely to be in poetry, song, advertising, punning and so on, where sound and rhyme
and double meaning are unlikely to be recreated in the TL.”

Nida and Taber (2003: 4) also approach this dilemma. According to them, “anything that
can be said in one language can be said in another, unless the form is an essential element

of the message”.

Hence, song translation is particularly demanding and challenging. It does not only consist
of words but also sense, rhythm and rhyme. In addition, the objective of song translation is
not only translating the lyrics into TTs but also devising singable TTs to fit the existing
music. Furthermore, in the process of dubbing songs, the translator will come across a
number of difficulties such as lip synchronization, sentence length, and syllable count
(Lathey, 2006: 23). In addition, in the translation of songs, translators are constrained by
time, lip and character movement and music. Thus, the strategy of “Adaptation” is thought

more common.

Song translation deals with both aesthetic function, the beauty of words, and expressive
function, conveyance of the songwriter’s thoughts and suchlike while he is writing the
lyrics. Smola (2011) states that “Translating musicals is a demanding art as; unlike in most
other types of translation, numerous peculiar aspects need to be taken into account.”
Therefore, songs should be translated by experienced and creative people as it is a form of
rewriting. The results are seldom close to that semantic equivalence which receives high
priority in most prose translation. However, at best they can creatively deliver what some

theorists call equivalent effect. This is the song-translator’s objective (Low, 2005: 190).
Andrew Kelly offers a list of injunctions for song translators to follow;

> “Respect the rhythms

» Find and respect the meaning

» Respect the style

» Respect the rhymes

» Respect the sound

» Respect your choice of intended listeners and

» Respect the original” (Kelly, in Low, 2005: 198)
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Shirley Emmons and Stanley Sonntag also propose an idea for song translators. These are;
» “The TT must be singable — otherwise any other virtues it has are meaningless,

» The TT must sound as if the music had been fitted to it, even though it was actually
composed to fit the ST,

» The rhyme-scheme of the original poetry must be kept because it gives shape to the
phrases,

> Liberties must be taken with the original meaning when the first three requirements
cannot be met” (1979: 189).

Low (2005) mentioned one of his articles that

“Because of the constraints imposed by the pre-existing music, song translators resort to
numerous methods in order to overcome the difficulties they encounter. These include
not only things like paraphrase, transposition and modulation — which are fairly
standard methods — but also devices like those mentioned by translators of Brassens:
replacement metaphors, compensation in place, calque, omission, explicitation, cultural
adaptation, superordinates, stylistic equivalence, the suppression of difficult verses, the
use of added words to solve rhythmical problems and the replacement of rhyme with
assonance. The best song-translators use a toolbox plus a box of tricks .

Some scholars suggest some translation strategies or techniques for translating songs. One
of them is Franzon. Franzon (2008: 376) categorizes song translation as:

1- “Leaving the song untranslated;

2- Translating the lyrics but not taking the music into account;

3- Writing new lyrics to the original music with no overt relation to the original lyrics;

4- Translating the lyrics and adapting the music accordingly — sometimes to the extent that
a brand new composition is deemed necessary;

5- Adapting the translation to the original music”.
Franzon (2008:377) continues that

“the first option is still a ‘translational action’ in Holz-Ménttdri’s terms (1984: 17,
29), as the translator can decide whether a translation is actually needed or not. If the
translator/rewriter decides to go ahead with the task, he or she may choose to give
priority to either the words (option two) or the music (option three), or to show a
compromised fidelity to both, for the sake of a prospective performance (options four
and five). Needless to say, these options are only distinct in theory. In actual cases,
the translation brief may make it evident that only one of these options is possible or



17

that some of them may be combined. Examples can nevertheless be found where
mainly one of these translational actions is the rational and functional solution”.

The other scholar who proposes strategies specifically for song translation is Peter Low.

His strategies are “Translation”, “Adaptation” and “Replacement”.

Song translation resembles poetry translation so scholars’ strategies for poetry translation
can also be used in song translation. For example, Lefevere (1975) proposed seven
strategies that are “phonemic translation, literal translation, metrical translation, poetry into
prose, rhymed translation, blank verse translation and interpretation” and they can be used

in song translation.

1.3. Walt Disney Animated Movies

Animation is the transformation of a story or novel into an audiovisual film that includes
images, character, dialogues and songs. Blair (1994: 6) defines animation as “(p)rocess of
drawing and photo-graphing a character - person, animal, or inanimate object — in
successive positions to create life like movement” (as citied in Wells, 2002: 3-4). Walt
Disney animated movies are well-known throughout the world, and children from all world

are waiting to release a new animated movie.

The Walt Disney Animation Studio is in Burbank, California and it is owned by The Walt
Disney Company, who also own Pixar Films and DisneyToon Studios. It is one of the
world's largest media companies in the entertainment industry with its remarkable

animated feature movies.

Brothers Walt and Roy Disney founded the animation studio and established it as the
Disney Brothers Cartoon Studio in Los Angles on October 16, 1923. The brothers first
worked in their uncle’s garage and then they moved into office space next door, from
which it grew into Hollywood studios and its name was changed to Walt Disney Studio. It

makes animated movies (Chepkemoi, 2017).

The studio has made 56 animated feature movies and it is continuing to create movies. It
started with “Snow White and the Seven Dwarfs (1937)” which was made in the USA and

the last was Moana (2016) which was released on November 23, 2016. Four features are
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also in production. For instance, Wreck-1t Ralph 2 is going to be released on March 9,
2018, Gigantic on November 21, 2018, and Frozen 2 in 2020 (Walt Disney Movies, n.d.).

Walt Disney also employs an amazing musical score and soundtrack. In Walt Disney
movies, they are very important as the popularity of the movies is related to the popularity
and success of the songs themselves (Hischak & Robinson, 2009: vii - viii). Songs in the
movies play crucial roles in the storytelling as they help audiences to understand the
characters’ emotions and feelings (Edmondson, 2013: 444 - 447). Therefore, songs are
very significant for these kinds of movies. Moreover, since such films are intended for a
young audience, the language of animated songs is characterized by short and simple

sentences.
1.3.1. The Princess and The Frog

The Princess and The Frog is a 2009 American animated musical fantastic, romantic and
comedy movie made by Walt Disney Company. Ron Clements and John Musker directed
the film. The movie was inspired from the novel The Frog Princess that was written by E.
D. Baker (Del Vecho, Lasseter, Clements & Musker, 2013).

The movie was released on November 25, 2009 in New York and Los Angeles as a
premier. Then on December 11, 2009, it went into general release in the USA. Moreover, it
was released on 22th January, 2010 in Turkey. It is the 49" Disney animated feature
movie. Peter Del Vecho and John Lasseter made the film and Ron Clements, John Musker,
Rob Edwards, Greg Erb, Jason Oremland and Don Hall wrote it. The songs and score were
composed by Randy Newman. Its dialogues were translated by Canan Yiksek and the
songs in the movie were translated into Turkish by Selim Atakan (The Princess and the

Frog, n.d.).

The important voice casts in the movie are “Anika Noni Rose (Tiana), Bruno Campos
(Prince Naveen), Keith David (Dr. Facilier), Michael-Leon Wooley (Louis), Jennifer Cody
(Charlotte La Bouff), Jim Cummings (Ray), Peter Bartlett (Lawrence), Jenifer Lewis
(Mama Odie), Oprah Winfrey (Eudora), Terrence Howard (James), John Goodman ('Big
Daddy' La Bouff), Elizabeth Dampier (Young Tiana), Breanna Brooks (Young Charlotte),
Ritchie Montgomery (Reggie), Don Hall (Darnell), Paul Briggs (Two Fingers), Jerry
Kernion (Mr. Henry Fenner), Corey Burton (Mr. Harvey Fenner), Michael Colyar
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(Buford), Emeril Lagasse (Marlon the Gator), Kevin Michael Richardson (lan the Gator),
Randy Newman (Cousin Randy) and Danielle Moné Truitt (Georgia)” (Del Vecho,
Lasseter, Clements &Musker, 2013).

Moreover, the Turkish voice casts for the important characters are “Demet Tuncer (Tiana),
Ufuk Bigay (Prens Naveen), Biilent Atak (Dr. Facilier), Aykan Kaya (Louis), Damla
Babacan (Charlotte), Atilla Arcan (Ray), Murat Senol (Lawerence), Melis S6kmen (Mama
Odie), Sibel Tasc¢ioglu (Eudora), Ali Ekber Diribas (James), Mazlum Kiper (Big Dady),
Melis Severcan (Young Tiana), Misra Balkan (Young Charlotte) and Ali Ekber Diribag
(Reggie)” (Atakan, S. personal communication, June 13, 2017).

Everyone knows that the story of the frog that is kissed by a beautiful princess and after
that the frog becomes a handsome prince. However, this story is a bit different. Tiana, who
is a very young and a beautiful princess, meets up the frog a desperate beast who
desperately struggles to return to his old days of principality. Tiana is sorry for the frog and
makes a conscience and she settles for kissing once. Nevertheless, after kissing him, there
is a big problem. She also turns into a frog, a beautiful frog. The two frogs have to find the
witch doctor frog, which lives in the marshes of New Orleans to understand what is going

on.

The movie soundtrack is “The Princess and the Frog: Original Songs and Score” which
contains ten songs. Randy Newman wrote and composed all the songs in the movie except
the song “Never Knew I Needed” which was composed by Ne-Yoa and it is entry song.
The best known and nominated are "Never Knew | Needed", and it was written and
performed by Ne-Yoa, "Almost There" and "Down in New Orleans” performed by Anika

Noni Rose (Newman, The Princess and the Frog: Original Songs and Score, 2009).

The songs in the movie are;

1. “Down in New Orleans (Prologue) - Anika Noni Rose

2. Down in New Orleans - Dr. John

3. Almost There - Anika Noni Rose

4. Friends on the Other Side Part 1- Keith David

5. Friends on the Other Side Part 2 — Keith David

6. When We're Human - Michael-Leon Wooley, Bruno Campos and Anika Noni Rose

featuring Terence Blanchard
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7. Gonna Take You There - Jim Cummings featuring Terrance Simien on Accordion

8. Ma Belle Evangeline - Jim Cummings featuring Terence Blanchard

9. Dig a Little Deeper - Jenifer Lewis featuring the Pinnacle Gospel Choir and Anika Noni

Rose

10. Down in New Orleans (Finale) - Anika Noni Rose” (Del Vecho, Lasseter, Clements &
Musker, 2013).

The Turkish songs names in the movie and their singers are;
. “Aksam yildiz1 — Demet Tuncer
. Gel Artik New Orleans’a — Ufuk Bigay
. Neredeyse orada — Demet Tuncer

. Bir de Dostlar 6biir Diinyadan Birinci Boliim — Biilent Atak

1
2
3
4
5. Bir de Dostlar 6biir Diinyadan Ikinci Béliim — Biilent Atak
6. Insan Olunca — Ayhan Kahya, Ufuk Bigay ve Demet Tuncer

7. Bataklik Boyunca — Attila Arcan

8. Asigim Evangeline — Attila Arcan

9. Gidelim Biraz daha Derine — Melis Sokmen

10. Hayaller Burada Gergeklesir — Demet Tuncer” (Atakan, S. personal communication,

June 13, 2017).
1.3.2. Tangled

Tangled is a 2010 American animated musical fantastic and comedy movie which was
made by Walt Disney Company and it is the 35th Disney animated feature movie. The
movie theme was based on Rapunzel, which is a German fairy tale and was written by
Brothers Grimm. The movie first premiered at the El Capitan Theatre on November 14,
2010, and then was released on November 24 in the USA, on December 24, 2010 in
Turkey. It was directed by Byron Howard, Nathan Greno and was produced by Roy Conli,
John Lasseter and Glen Keane. Moreover, it is the most expensive animated movie as its
production lasted six years (Tangled, n.d.). Murat Karahan is the person who translated the
dialogues and Selim Atakan is the person who translated the songs in the movie into
Turkish.

The important voice casts in the movie are “Mandy Moore (Rapunzel), Zachary Levi
(Flynn Rider), Donna Murphy (Mother Gothel), Ron Perlman (Stabbington Brother), M.C.
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Gainey (Captain of the Guard), Jeffrey Tambor (Big Nose Thug), Brad Garrett (Hook
Hand Thug), Paul F. Tompkins (Short Thug), Richard Kiel (\Vlad) and Delaney Rose Stein
(Young Rapunzel / Little Girl)” (Conli, Greno, & Howard, 2010).

The important voice casts for Turkish one are “Damla Babacan (Rapunzel), Omer
Vatanartiran (Flynn Rider), Giilen Karaman (Mother Gothel), Ali Ekber Diribas
Stabbington Brother), Ender Yigit (Captain of the Guard), Engin Alkan (Big Nose Thug),
Faruk Akgoren (Hook Hand Thug), Nuri Gokasan (Short Thug) and Mazlum Kiper
(Vlad)” (Atakan, S. personal communication, June 13, 2017).

The movie is about a lost, beautiful, and young princess with long magical hair who wants
to leave her isolated tower. When Dynasty's most wanted-and most charming bummer,
Flynn Rider is hiding at an unknown time, in an unknown realm, in an unknown place, but
in a mysterious tower, he is captured by Rapunzel who lives in same tower, who is
beautiful and bold and who has 20 meters long blond hair. The curious pretty girl who is
looking for ways out of the tower where she is imprisoned makes a deal with the handsome
thief. Against Rapunzel’s mother's wants, she decides to accept the handsome uninvited

man invitation to take her out into the new world, which she has, no idea in brief.

Tangled soundtrack was released on November 16, 2010. Its genre is folk rock and
medieval. Alan Menken with lyrics, which composed, and Glenn Slater wrote it. Menken
wrote many songs for the movie but then he chose for the final movie. The most known
ones are "When Will My Life Begin?” which has a lot of versions, "Mother Knows Best",
"I See the Light", the song "Something That | Want" which was performed by Grace Potter
(Menken, Tangled Soundtrack, 2010).

The songs in the movie are;

1. “Prologue Gothel and Rapunzel — Donna Murphy —Mandy Moore
2. When Will My Life Begin? - Mandy Moore

3. Mother Knows Best - Donna Murphy

4. When Will My Life Begin (Reprise 2) - Mandy Moore

5. I've Got a Dream - Mandy Moore

6. Healing Incantation — Mandy Moore

7. Mother Knows Best (Reprise) - Donna Murphy

8. | See the Light Rapunzel - Mandy Moore
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9. | see the Light Flynn Rider — Mandy Moore
10. The Tear Heals - Mandy Moore
11. Something that I want <) (Conli, Greno & Howard, 2010).

The Turkish songs names in the movie and their singers are;
. “Acilis Gothel and Rapunzel — Ayca Varlier — Deniz Sujana
. Yasarmiyim Bir Giin? - Deniz Sujana
. Anneler Bilir - Ayse Varlier
. Baslar Yasam (Ropriz 2) — Deniz Sujana

1

2

3

4

5. Hayalim Var — Faruk Akgoren
6. Bana Ait Sey Getir Bana

7. Giiven Annene (Ropriz) — Ayse Varlier

8. Is1g1 Gordiim Rapunzel — Deniz Sujana

9. Is1g1 Gordiim — Deniz Sujana, Omer Vatanartitan

10. Getir Onu Bana

11. Baska Birsey Bu — Sertap Erener

12. Incantations / Biiyiiler (Cigek Biiyiisii, Cocuk Kagirma Biiylisii) - Ayca Varlier
13. Incantations / Biiyiiler (Sifa Biiyiisii, Geng Rapunzel Biiyiisii) - Deniz Sujana”

(Atakan, S. personal communication, June 13, 2017)
1.3.3. Frozen

Frozen is a 2013 American animated and musical movie. It was made by Walt Disney
Company, and it is the 53" Disney animated feature movie. The movie was inspired by
fairy tale “The Snow Queen” which was written by Hans Christian Andersen. The movie
first also premiered at the El Capitan Theatre on November 19, 2013, and then it was
released on November 27, 2013 in the USA and January 17, 2014 in Turkey. Chris Buck
and Jennifer Lee directed the movie and Peter Del Vecho produced. (Del Vecho, Lee &
Buck, 2013). Giilseren Bayindir translated the movie’s dialogues and Selim Atakan
translated the songs in the movie into Turkish.

The important voice casts in the movie are “Kristen Bell (Anna), Idina Menzel (Elsa),
Jonathan Groff (Kristoff), Josh Gad (Olaf), Santino Fontana (Hans), Alan Tudyk (Duke),
Diaran Hinds (Pabbie / Grandpa), Chris Williams (Oaken), Stephen J. Anderson (Kai),
Maia Wilson (Bulda), Edie McClurg (Gerda), Robert Pine (Bishop), Maurice LaMarche
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(King), Livvy Stubenrauch (Young Anna), Eva Bella (Young Elsa), Spencer Lacey Ganus
(Teen Elsa as Spencer Ganus), Jesse Corti (Spanish Dignitary), Jeffrey Marcus (German
Dignitary) and Tucker Gilmore (Irish Dignitary)” (Del Vecho, Lee & Buck, 2013).

Moreover, the Turkish casts are “Damla Babacan (Anna), Begiim Giinceler (Elsa), Sercan
Gidisoglu (Kristoff), Arda Aydm (Olaf), Gékhan Ozdemir (Hans), Sait Seckin (Duke),
Ercan Demirel (Pabbie / Grandpa), Erkan Tasd6gen (Oaken), Kaya Akarsu (Kai), Gamze
Gozalan (Bulda), Aysun Topar (Gerda) and Ali Ekber Diribas (King)” (Atakan, S. personal

communication, June 13, 2017).

The movie has been recognized as the best-animated movie produced by Disney and
received fairly positive reviews by critics. The movie has grossed $ 1,2 billion worldwide;
including $ 400 million from the United States and Canada, and $ 247 million from Japan.
Thus, it became the third movie, which was the top-grossing movie in Japan. In addition, it
became the top-grossing animation movie of all time and sixth top-grossing movie of all
time. Frozen also won two Academy Awards for Best Animated Feature and Best Original

Song with the song of "Let It Go” (Frozen, n.d.).

Two sisters, Elsa and Anna get on very well when they are young. One day, while they are
playing, Anna is wounded because they cannot control Elsa’s power and The Queen and
the King will take her to the spell-making dwarves. Dwarves say they can remove as long
as the magic does not come to the heart. They cure Anna but they also erase the good and
beautiful memories with Elsa and the magic from her mind. Years pass and they grow up.
The King and Queen die because of an accident. A few years later, Elsa grows up and the
Coronation Ceremony is arranged in the country to become the Queen of Arendelle. For
the first time in many years, the gates of the palace are opened but in the ceremony, as a
result of Anna and Elsa's fight, everyone learns Elsa's power. Elsa leaves the country and
the adventure starts here. So in brief, the movie is about Elsa’s, brave ice man Kristoff’s
and his pet reindeer Sven's journey to find the princess of Arendelle, Elsa's sister Anna,

and to destroy the magic of ice.

Its soundtrack is Frozen: Original Motion Picture Soundtrack. It has 10 original songs.
Kristen Anderson-Lopez and Robert Lopez wrote and composed the songs, and there are
twenty-two score pieces, and Christophe Beck composed them. It was released on
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September 30, 2014: a single-disc regular edition (Anderson-Lopez & Lopez, Frozen:
Original Motion Picture Soundtrack, 2014).

Frozen Fever, which is an animated short sequel, premiered on March 13, 2015, with
Disney's Cinderella. Its length sequel was announced on March 12, 2015; however, a
release date has not been known yet.

The songs in the movie are;

1. “Frozen Heart - Cast of Frozen
2. Do You Want to Build a Snowman? - Kristen Bell, Agatha Lee Monn, and Katie Lopez
3. For the First Time in Forever - Idina Menzel and Kristen Bell
4. Love is an Open Door - Kristen Bell and Santino Fontana
5. Let It Go - Idina Menzel
6. Reindeer(s) are Better Than People - Jonathan Groff

7. In Summer - Josh Gad

8. For the First Time in Forever (Reprise) - Idina Menzel and Kristen Bell
9. Fixer Upper Cast of Frozen” (Del Vecho, Lee & Buck, 2013).

The Turkish songs names in the movie and their singers are;

“Kisin Donmus Kalbi — Koro

Kardan Adam Yapsak Senle — Deniz Sujana

Hayatimda Ilk Defa - Begiim Giinceler and Deniz Sujana

Yol Agildi Aska — Deniz Sujana and Bilent Tekakpinar

Aldirma — Begitim Giinceler

Geyikler Insanlardan Iyidir - Sercan Gidisoglu

Yaz Giinii - Arda Aydin

Hayatimda Ilk Defa (R6priz) - Begiim Giinceler and Deniz Sujana
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Onu Gelistirebilirsin — Koro” (Atakan, S. personal communication, June 13, 2017).

1.3.4. Moana

Moana is a 2016 American animated and musical comedy, adventure movie which was
produced by Walt Disney Animation Studios. It is the 56th Disney animated feature movie.
Ron Clements and John Musker directed the movie. Lin-Manuel Miranda, Opetaia Foa',

and Mark Mancina wrote the movie features music. It was released on November 23, 2016
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in the USA and on January 20, 2017 in Turkey (Moana, n.d.). Canan Yiiksek translated the
dialogues and Selim Atakan translated the songs in the movie into Turkish.

The important voice casts in the movie are “Auli’i Cravalho (Moana), Dwayne Johnson
(Maui), Rachel House (Tala Waialiki, Moana's grandmother), Temuera Morrison (Tui
Waialiki, Moana's overprotective father and chief of Motunui Island), Christopher Jackson
(Tui's singing voice), Jemaine Clement (Tamatoa, a giant treasure-hoarding coconut crab
from Lalotai, the Realm of Monsters), Nicole Scherzinger (Sina Waialiki, Moana's mother
and Tui's wife), Alan Tudyk (Heihei, Moana's pet rooster and Villager 3), Oscar Kightley
(Fisherman) and Troy Polamalu (Villager 1)” (Shurer, Clements & Musker, 2016).

Moreover, the Turkish casts are “Merih Ermakastar (Maui), Tiilay Bursa (Moana), Fatih
Ozacun (Tui Waialiki, Moana’s overprptective father), Figen Siimeli (Tala Waialiki,
Moana’s grandmother) and Sefa Zengin” (Atakan, S. personal communication, June 13,
2017).

The movie is about Moana’s adventures to resuce her people. She is the strong-willed
daughter of the chief of a Polynesian tribe. Powerful and fearless Moana is a cheerful girl
who has grown up in nature. Moana's eye has been in the ocean since her infancy, in its
deep waters and beyond its islands. A terrible curse reaches her island as the semi-god Mai
has stolen the heart of the Te Fiti and now the fishermen have been unable to fish, and the
crops have faded without catching up. Moana, however, is determined not to bow to this.
Moana is on the road thanks to her grandmother who wants to break her father's protective
attitude, encouraging her grandkids. Moana will find Maui and try to persuade him to give
the heart back. Much of the story goes to Moana's confrontation with Maui, convincing
him to bring Te Whiti's heart back to the goddess, constant conflicts, and eventually what
they have experienced will lead them into the same path. The young girl on the road from

the South Pacific is trying to find a semi-god to end the curse.

Its soundtrack is Moana: Original Motion Picture Soundtrack released by Walt Disney
Records on November 18, 2016. It has English, Samoan and Tokelaunan songs which were
written by Lin-Manuel Miranda, Mark Mancina and Opetaia Foa'i. It has 40 songs.
Nevertheless, in the movie, there are twelve songs. The best-known song is “How Far I’1l
Go” by Auli’i Cravalho. Lin-Manuel Miranda wrote and produced it. In the movie, it was

performed by Moana (by Auli'i Cravalho). It was also performed and recorded by
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Canadian singer Alessia Cara for the Moana soundtrack. The song was nominated for Best

Original Song at the 89th Academy Awards, Best Song for The movie critics’ and Best
Original Song at the 74th Golden Globe Awards (Miranda, Foa’i & Mancina, Moana:
Original Motion Picture Soundtrack, 2016).

The songs in the movie are;

1.
2.
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10.
11.
12.

“Tulou Tagaloa - Olivia Foa'i

An Innocent Warrior - Vai Mahina, Sulata Foai-Amiatu, Matthew Ineleo

Where Are You - Nicole Scherzinger, Auli'i Cravalho, Rachel House, Christopher
Jackson, Louise Bush

How Far I'll Go - Auli'i Cravalho

We Know the Way - Lin-Manuel Miranda, Olivia Foa'i

How Far I'll Go (Reprise) - Auli'i Cravalho

You're Welcome - Dwayne Johnson

Shiny - Jemaine Clement

Logo Te Pate - Olivia Foa'i, Opetaia Foa'i,Talaga Steve Sale

I Am Moana (Song of the Ancestors) - Auli'i Cravalho, Rachel House

Know Who You Are - Auli'i Cravalho, Olivia Foa'i, Vai Mahina, Matthew Ineleo

We Know The Way (Finale) — Lin-Manuel Miranda, Olivia Foa'T” (Shurer, Clements &
Musker, 2016)

The Turkish songs names in the movie and their singers are;

1.
2
3
4
S.
6
7
8
9

10
11

“Tulou Tagaloa — Not translated (as it was in Samoan language)

. An Innocent Warrior — Not translated (as it was in Samoan language)

. Mutluluk Orada - Gorkem Baharoglu, Ezgi Arslan, Tiilay Bursa, Ezgi Erol
. Uzaklarda - Ezgi Erol

Yolu Biliriz - Giirkan Komiircii

. Uzaklarda (Ropriz) - Ezgi Erol

. Canimsin - Merih Ermakastar

. Parlak - Jan Peridar

. Logo Te Pate - Not translated (as it was in Samoan language)

. Atalarm Sarkisi - Tiilay Bursa, Ezgi Erol
. Baris Ruhunla - Ezgi Erol
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12. Yolu Biliriz (Final) - Giirkan Kémiircii” (Atakan, S. personal communication, June 13,
2017).

1.4.  Walt Disney Animated Movies Songs’ Translator and Arranger: Selim Atakan

Selim Atakan was born in London on December 1st, 1951. He completed his secondary
education at "Saint-Joseph French Boys High School” (1964-1968) and "Ankara Science
High School™ (1968-1971). Meanwhile, he studied music in the piano department of
"Istanbul Municipal Conservatory" as Verda Un’s student. He graduated from Hacettepe
Faculty of Medicine in 1976 and started to specialize in "Pathology" at the same university.

He completed his pathology specialty in 1979.

During his first studies in pop music at Ankara Science High School, where he studied, he
won a Turkey championship award in the "High School Intermediate Music Competition™
which was organized by the Milliyet Newspaper and next year, he became the fourth in
1969. In this competition, Selim Atakan was also awarded the Best Organist Award. In
high school, he also met Derya Kéroglu, and they got the opportunity to produce music

together for the first time.

Selim Atakan, Derya Koroglu and Zerrin (Yasar) Atakan started their musical studies in
1977, and they brought together their musicians' friends, and in 1979, they founded a group
called “Yeni Tiirki”. The band's first aloum was published in 1979. In 1992, he
contributed to all albums with his compositions and arrangements until his departure from
the band.

His albums with Yeni Tiirki are “Bugdayimn Tirkiisti”, (1979), “Akdeniz Akdeniz” (1983),
“Gline Bakan” (1986), “Diinyanin Kapilar1” (1987), Yesilmislik (1988), “Vira Vira”
(1990), “Rumeli Konseri” (1991), and “Yeni Tiirkii Koleksiyon” (2003, 2004 and 2006).

In 1982, he went to Nottingham, England. He worked there at the University of
Nottingham, Department of Histopathology. Then, he moved to London and he started to

work as "Registrar in Histopathology" at "Chatham All Saints Hospital™.

Selim Atakan started to produce music for theatrical plays with the musical play namely,
"Kiss Me Kate" at Turkish-American Association, Ankara and "Interface” in the same
institution. He had returned to Istanbul in 1988 and he had studied on albums and concerts
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with New Turku group for two years. In 1990, he started to work as "Music Director" at
Istanbul Metropolitan Municipality City Theaters. He has been on this mission since then.
The other theatrical play, which he has studied, is the music of the play called “Theope”
which was written by Coskun Biiktel and which was put on the stage in City Theatre in
1990 by Ali Taygun. The other one is the music of the famous children’s play called
“Hansel and Gretel”, which was directed by Nese Ercetin, and which opened its first
chapter on 23th April, 1991. The other one is "Ayrangeven" which was written and
directed by Hasmet Zeybek in City Theaters (1993) etc.

In addition to many theatrical plays, he has produced music for movies, TV shows and

series.

He has also studied on cinema’s music, such as; “Delikan” (1979), “Derman” (1983), “Olii
Bir Deniz” (1989), “Benim Sinemalarim” (1990), “Berdel” (1990), “Diis Gezegenleri”
(1993), and “Herkes Kendi Evinde” (2001).

For television, he was a composer, arranger and orchestra conductor in Bizim Sokak's
children's program, which was broadcasted in TRT during 1974-1975 season. He also
performed the music of the TV series namely “TV Games” and “Zeki-Metince” by Zeki
Alasya and Metin Akpinar, which was broadcasted on Show TV and TRT, etc.

He worked with Esin Afsar for "Biiriimciik" orchestra, and he worked as an arranger and a

guitarist in the first record works of Selda Bagcan.

He has studied on various albums with Alpay, and he played keyboards in two separate
groups in England. Between 1982 and 1992, he worked in various albums and concerts

with Yeni Turka.

He participated in concerts both in Turkey and in abroad with Erol Evgin, Ziilfii Livaneli

and Zuhal Olcay.

Selim Atakan has also involved in Atilla Atasoy, Alpay (Nazikoglu), Grup Cagri, Onur
Akin, Scorpio Nalan, Erol Evgin, Ziilfii Livaneli, Niikhet Duru and Zuhal Olcay’s albums
and concerts’ works of many artists, with their compositions, arrangements and

instruments.
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He also works as a translator and an arranger for the Animation Movies Songs. The main
ones are; Alaaddin, Alice in Wonderland, Aristocats, Bahnyard, Bambi | & II, Barbie,
Beowulf, Cars, Chicken Little, Cinderella | & IIl, Corpse's Bride, Dr. Seuss, Dumbo,
Enchanted, Fox & the Hound I & II, Fun & Fancy Free, Happy Feet, Hunchback of
Notredame 11, Jungle Book | & II, Lion King Il, Little Mermaid | & Ill, Madagascar I,
Meet The Robinsons, Melody Time, My Friends Tigger Pooh The Musical, Oliver &
Company, Open Season | & I, Peter Pan, Pinocchio, Pirates of The Carribean IlI,
Pocahonthas 11, Recess School's Out, Rescuers, Robin Hood, Shrek Il & Ill, Sleeping
Beauty, Snow White, So Dear To My Heart, Sword in The Stone, Tarzan Il, The Black
Cauldron, Three Caballeros, Timon & Pumba, Winnie The Pooh (Heffalumps), The

Princess and The Frog, Hercules, Tangled, Frozen and Moana.
Selim Atakan is married and he has two children (Atakan, n.d.).
1.5. The Process of Translating Animation Movies Songs.

When an animated movie is translated or dubbed from its original language into another
language, the songs are also transferred. There are three ways to transfer the songs. The
first one is that the songs are not translated into the TL, but are preserved in the SL. The
second way is translating with subtitling. The last and the most common way for animated
movies is that translating lyrics by dubbing into the TL.

Once the third way is chosen, the famous companies, such as Disnhey, Warner Bros.,
Universal, and DreamWorks, who make "Cartoon™ or "Musical Film", send the material
which will be studied. The materials are the original movie, the scenario in the original
language, information about the characters and notes of the songs. A pre-selection is made
according to the characteristics of the characters, and candidates for each role are
identified. First, some parts from the dialogues and the songs are voiced by the candidates.
Then, the records are sent abroad to the company. It is called a voice test. While waiting
for the selection from abroad, the script is translated into Turkish and the lyrics are more
customized because it is not possible to say the same thing with only a semantic
translation. When the selections are concluded, the actual registration starts. In some
special cases, the artist who sings the dialogue (speech) and the singer may not be the same
person. Then two people are engaged for a role. (Atakan, 2012).
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1.6.  Skopos Theory and Song Translation

Skopos Theory was established by the German linguist Hans Vermeer in 1978, and it
comprises the idea that translating and interpreting should primarily take the function of

the ST and TT into consideration.

Skopos is a Greek word for ‘purpose’. Nord states (1997: 27) that “According to
skopostheorie, the basic principle which determines the process of translation is the
purpose (skopos) of the translational action. The idea of intentionality is part of the very
definition of any action”. The main work for skopos theory is Groundwork for a General
Theory of Translation which is a book by Vermeer and co-authored is Katharina Reiss.

The skopos theory is part of a translational action theory.

According to Holz-Maénttari (1984), “Translation is seen as the particular variety of
translational action which is based on a ST”. Byrne states that (2006: 38) “However,
despite of this, it differs fundamentally in that where functionalist approaches such as
Reiss’s (1971) and House’s (1981) maintain that the function of the target must be the
same as the original, Skopos theory recognizes that this is not always practical or
desirable”. According to Vermeer, “the methods and strategies used to produce a
translation are determined by the intended purpose of the target text” (Vermeer, 1978:
100). Moreover, Byrne (2006: 38) also states that “unlike equivalence-based theories
where the source text and its effect on the source language audience or even the function
attributed to it by the author determine the translation, Skopos theory holds that the
prospective function or Skopos of the TT as determined by the initiator (the person who
initiates the translation process, i.e. the client) and the translator”. Skopos theory claims
“That one must translate consciously and consistently, in accordance with some principle
respecting the target text. The theory does not state what the principle is: this must be

decided separately in each specific case” (Vermeer, 1989: 182).

Vermeer (2000: 223) also says, “the source and target texts may have the same function.
Sometimes, however, the function has to be changed due to the skopos” (Reiss & Vermeer
1984: 139 in Nord 1997: 33). Therefore, as the needs of TT and ST audiences can be
different, skopos of the ST and the TT do not have to be the same. In defining translation

as the production “of a text in a target setting for a target purpose and target addressees in
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target circumstances”, Vermeer (1987: 29) presents the view that the TT is the foremost

concern in translation acts.

According to Vermeer, “Instead of trying to recreate what the original supposedly is,
Vermeer suggests that translators focus on what the translation will be used for, and guide
their actions based on its skopos, or “purpose.” Considering that the source and TTs may
have very different purposes, they may end up being very different from each other”
(Vermeer, 2004: 229) and he also mentioned that

“The realizability of a commission depends on the circumstances of the target culture,
not on the source culture...on relation between the target culture and the source text’
Therefore the commission actually decides the skopos of a translation, not freely falling
for impulses but directed towards a well-defined goal. Hence, this challenges the
conventionally validated view that translations should be literal and ‘loyal’ to the source
text. It is this skopos which determines if a text should be ‘translated’, ‘paraphrased’ or
completely ‘re-edited’” (Vermeer, 2000: 235, 237)”.

According to Baker, “This theory marks a general shift from the predominantly linguistic

approaches and moves towards a ‘more functionally and socioculturally oriented concept

of translation” (Baker, 1998: 235).

Briefly, according to this functionalist translation theory, every action has a purpose. As
translation is an action, it has a purpose, too. This purpose is called “Skopos”. In Skopos
Theory, translation is not limited to ST only. TT is the focus. The translator considers the
readers when he starts translating. He primarily considers TT to be superior to ST. Venuti
states “an action leads to a result, a new situation or event, and possibly to a “new” object.
Translational action leads to a “target text” (not necessarily a verbal one); translation leads
to a translatum (i.e. the resulting translated text), as a particular variety of target text”
(Venuti, 2004: 221).

Furthermore, Vermeer explains the skopos rule as follows (cited and translated by Nord,
1997: 29):

“Each text is produced for a given purpose and should serve this purpose. The skopos
rule thus reads as follows: translate/interpret/speak/write in a way that enables your
text/translation to function in the situation it is used and with the people who want to
use it and precisely in the way they want it to function”.

The duty of the translators is to make a decision if he needs a ‘free’ or ‘faithful’ translation

according to skopos. Briefly, the task of translators is to make the aim of translating a text
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clear. Kangarioo (2004: 2) states that “there are new considerations concerning target
readers, the unavoidable translator subjectivity and the purpose and function of
translations™ in his article namely, Sense Transferring Through Poetry Translation. For
example, as Xiaoshu and Dongming (2003: 2) state that “literary translation has to
reproduce the spirit features of the original”. Moreover, another important task of
translators is to attract the TT reader’s attention as the writer of ST or original text does.
Therefore, it makes the receiver or reader important, as the translators should think them
while translating process and deciding the target-text skopos. The translation of a diploma,
certificate or identity card, foreign legal texts for comparative aims or direct quotations in a
newspaper report can be listed among many cases where relative literal translation is

required.

According to Venuti, if the translator has enough knowledge of target culture and its text,
he can translate his text suitable to target culture. While ST is oriented towards the source

culture, TT, translatum, is oriented to the target culture. Venuti also states that (2004);

“... It therefore follows that source and target texts may diverge from each other quite
considerably, not only in the formulation and distribution of the content but also as
regards the goals which are set for each, and in terms of which the arrangement of the
content is in fact determined. It goes without saying that a translatum may also have
the same function (skopos) as its source text. Yet even in this case the translation
process is not merely a “trans-coding” (unless this translation variety is actually
intended), since according to a uniform theory of translation a translatum of this kind
is also primarily oriented, methodologically, towards a target culture situation or
situations. Trans-coding, as a procedure which is retrospectively oriented towards the
source text, not prospectively towards the target culture, is diametrically opposed to
the theory of translational action”.

There are some rules of the theory (Reiss & Vermeer, 1984: 119). These are:

1- “A translatum (or TT) is determined by its skopos.

2- A TT is an offer of information (Informationsangebot) in a target culture and TL
concerning an offer of information in a source culture and SL.

3- A TT does not initiate an offer of information in clearly reversible way.

4- A TT must be internally coherent.

5- A TT must be coherent with the ST.

6- The five rules above stand in hierarchical order, with the skopos rule predominating”.
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Munday (2008: 80) points out that

“Rule 2 is important in that it relates the ST and TT to their function in their respective
linguistic and cultural contexts. The translator is once again the key player in a process
of intercultural communication and production of the translatum. The irreversibility in
point 3 indicates that the function of a translatum in its target culture is not necessarily
the same as in the source culture. Rules 4 and 5 touch on general skopos ‘rules’
concerning how the success of the action and information transfer is to be judged: the
coherence rule, linked to internal textual coherence, and the fidelity rule, linked to
intertextual coherence with the ST”.

The coherence rule states “the TT must be interpretable as coherent with the TT receiver’s

situation” (Reiss & Vermeer, 1984: 113).

The fidelity rule (Reiss & Vermeer, 1984: 114) merely states that “there must be coherence
between the translatum and the ST or, more specifically, between:

» The ST information received by the translator;

» The interpretation the translator makes of this information;

» The information that is encoded for the TT receivers”.

The song in translation does not resemble its original lyrics very much because as Peter
Low mentioned; it is very difficult to focus on only characteristics of the ST. One of the
important problem translators face is translating the songs with taking into consideration
rhymes and rhythm. In practice, it is remarkable that songs in translation do not match with
their original lyrics very much. According to Low (2005), its reason is that it would be
illogical to adopt a way that is faithful to the lyricist, focusing on mainly on the
characteristics of ST. The focus lies instead in the function that particular song will

present, stressing its importance in the Target culture as an endproduct.

Skopos Theory focuses on the TT. Therefore, for the framework for this study, Skopos
Theory has been selected; as it focuses on the TT, target lyrics. Vermeer (2000: 230)
defines the term skopos to designate the ‘goal or purpose, defined by the commission and
if necessary adjusted by the translator’. The functionalist approach (Vermeer, 1978: 100)
stresses that the methodology and strategies of translation should be determined by their
skopos. It is the skopos that helps the translator ‘to determine whether the ST needs to be
“translated”, “paraphrased”, or completely “re-edited”” (Vermeer, 2000: 231). However,
according to skopos theory, fidelity is not the measure but translatum must be adequate
according to skopos.
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Low points out that (2005: 185) “the TT must give the overall impression that the music
has been devised to fit it, even though that music was actually composed to fit the ST”
While translating and writing songs, lyricists can have many intentions and aims.
However, lyricists’ main intention is to express themselves and their emotions, of course.
According to Low (2003: 101), “instead of concentrating on the source text, translators
should focus on the readers of the target text and their needs”. Low continues that “the
readers of song translations are usually music-lovers, not poetry enthusiasts, and thus
would need a more understandable translation than the ones that are usually made of

poems”.

Franzon (2014: 189) also states that;

“A basic tenet of skopos theory is that fidelity follows function: the factor that
determines a translator’s decisions and choices would (or should) be the intended
purpose of the target text. This tenet applies most evidently to song translation,
where there is a clear need for functionality, not only in relation to the music, but
also to the situation of use: a singing performance. Such an understanding of
“variable fidelity” is reflected, most succinctly in my opinion, in the definition by
Hartmann (1980: 56) of translation as “textual approximation”, by which is meant
that the translator “approximat (es) as much as possible or as little as necessary for
the particular situation the formal and stylistic conventions of the text in question™”.
The most suitable theory that can be applied in song translation is Skopos theory, as the

aims and target culture needs are more important than the ST.

1.7.  Translation Strategies in Song Translation

Procedure, technique, method, tactic, and approach are synonymous with strategy.
However, there some differences between them. For example, Newmark (1988: 81) writes
that, "[w]hile translation methods relate to whole texts, translation procedures are used for
sentences and the smaller units of language". Moreover, translation techniques can change
within the same text according to each case and depending on the specific verbal elements
to be translated. In short, the difference between a strategy and a technique is that strategy
originally means generalship - the big-picture thinking of the general looking at the whole
situation and concerns overall thinking and planning. Technique means the mode of

execution, skillful tricks (with your fingers, for example).

Many scholars define translation strategies. One is Krings (1986: 18) who defines it as

"translator's potentially conscious plans for solving concrete translation problems in the
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framework of a concrete translation task,” and according to Seguinot (1989) there are three
translation strategies which are used by the translators: the first is “translating without
interruption for as long as possible”; the second is “correcting surface errors immediately”;
and the last is “leaving the monitoring for qualitative or stylistic errors in the text to the
revision stage”. Loescher (1991: 8) also defines Translation Strategy as "a potentially
conscious procedure for solving a problem faced in translating a text, or any segment of it."
As expressed in the definition, when learners and translators separate translation strategies,
the concept of consciousness is vital. In this respect, Cohen (1998: 4) considers that "the
element of consciousness is what distinguishes strategies from these processes that are not
strategic." Lastly, Venuti (1998: 240) points out that “translation strategies involve the
basic tasks of choosing the foreign text to be translated and developing a method to
translate it.” Moreover, according to Jaaskelainen (1999: 71), strategy is, “a series of
competencies, a set of steps or processes that favor the acquisition, storage, and/or

utilization of information”.

Chesterman's (1997) list of some general characteristics of translation strategies. These are;
a) “Translation strategies apply to a process;

b) They involve text-manipulation;

c) They are goal-oriented;

d) They are problem-centered;

e) They are applied consciously;

f) They are inter-subjective”.

Song translation resembles poetry translation; therefore, creativity is essential. While
translating a song, translation can be very close or indifferent from the ST. Alternatively,
translation can be matched a bit with the ST.

Some scholars such as Lefevere (1975), Baker (1992), Molina and Albir (2002), Peter Low
(2005) and Franzon (2008) have strategies for poetry translation or song translation. For
example, Lefevere (1975) suggested seven strategies for poetry translation. These are; 1.
Phonemic Translation: reproducing the source language sound in the target language. 2.
Literal Translation: word for word translation. 3. Metrical Translation: reproducing the
source language meter. 4. Verse to Prose Translation: Distorting the sense, communicative
values and syntax of source text. 5. Rhymed Translation: transferring the rhyme of the

original poem into target language. 6. Blank/free verse translation: finding just the proper
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equivalents in the target language with a proper semantic result. 7. Interpretation: version
and imitation. Moreover, Molina and Albir (2002: 509) suggested six translation
techniques; amplification, description, discursive creation, literal translation, modulation,
and reduction. One of the latest scholars is Franzon (2008: 373, 399) who categorizes song
translation techniques as; “l. Leaving the song untranslated, 2. Translating the lyrics
without taking the music into account, 3. Writing new lyrics to the original music with no
similarities with the original lyrics, 4. Translating the lyrics and adapting the music by

taking the original music into account. 5. Adapting the translation to the original music”.

For this research, Peter Low’s strategies have been preferred, since they are one of the
latest strategies for the song translation (2005) and they are appropriate for the songs in
Walt Disney animated movies. For example, in Franzon approaches (2008), there are
approaches like leaving the song untranslated or not taking the music into account that are
not suitable for the songs in Walt Disney animated movies. Moreover, they are not strict

and they are adaptable to all songs.

According to Peter Low, when a song is translated into another language, it will be a
translation, an adaptation, or replacement. He (2013: 229) states that “When a song in one
language is sung in another, the words we hear may be a translation or adaptation of the
original words, or they may be a ‘replacement text’, where completely new verbal
components are underlaid to an existing melody”. Keles (2015: 16) defines them in her
PhD thesis briefly;

“translation refers to a very close rendition of the original lyrics in the target language
by keeping the tune same or very similar, adaptation refers to a more semantic rendition
of the original lyrics in the target language by keeping the tune same or very similar and
replacement (text) refers to the rewriting of the original with many changes in theme,
setting and structure but the tune is the same or very similar”.

1.7.1. Translation

Translation is Low’s first category. It contains unnecessary details and semantic fidelity
and semantic sameness are really important; therefore, there is an extensive transfer from
the ST. Low defines translation as “A Translation is a TT where all significant details of
meaning have been transferred”. (2016: 116). As a brief “Translation” is taking liberties
with insignificant details (Low, 2013).



37

Low states that (2016: 112);

“Most translators care about Fidelity — we try to replicate in the TL what the ST did in
the SL, we try to recreate it without dominating or distorting it. We weigh up every
word in a text. We never claim that the TT is our own creation, rather we see ourselves
as serving the work and its author and its purpose... not trying to impose ourselves on
it.”
In “Translation” strategy, in order to fit the melody, rhyme, and rhythm of the original
song, some small omissions and additions of insignificant details can be possible. Hence,

the strategy of “Translation” can also called semantic translation.
1.7.2. Adaptation

Adaptation is Low’s second category. There are some additions, omissions, or
modifications to "significant details" of the ST. Therefore, it can be said that TT is
important and there is a quit from ST in terms of fidelity and sameness. Munday points out
that “a target text draws on a ST but which has extensively modified it for a new cultural
context” (2009: 166). Low (2013) points out the term ‘adaptation’ is rightly applied to TTs
where greater liberties are taken, where unforced deviations from the source are made —
where the cultural context is different, for example, where names are changed, where

substitute metaphors are used, or where texts are shortened or lengthened.

Low defines adaptation, as “An Adaptation is a derivative text where significant details of
meaning have not been transferred which easily could have been” (2016: 116).

A student in Ireland, Sean O Luasa, has also defined it that: “Adaptation” may simply just
present the easiest option: it is manifestly less difficult than translation, and using the ST
lyrics as inspiration is arguably less creatively taxing than the production of a replacement
text” (2014: 29).

For the skopos, a translator can modify a text and reader could never find the ST meaning
in TT. It does not seek “perfect translation”. It aims to give the