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Tiivistelmä 

Tutkielma vertailee kaupallisesti ja epäkaupallisesti tuotettuja tekstityksiä  

fantasiatelevisiosarjassa Game of Thrones. Tutkielman keskiössä on fantasiatelevisiosarjan 

kääntäminen, ja tutkielma osoittaa, kuinka kääntäjien tekemät valinnat vaikuttavat yleisön 

immersioon (engl. immersion) ja tekstinymmärrykseen (engl. comprehension). Lisäksi tutkielma 

tarkastelee millaisia haasteita kääntäjät kohtaavat kääntäessään englannin kielestä suomen kieleen. 

Aineisto koostuu tekstityksistä, jotka on kerätty kaupallisesta Home Box Officen 

suoratoistopalvelu HBO Nordicista (sittemmin HBO Max), ja DivX Finlandista, joka puolestaan 

on vapaaehtoisvoimin tuotettuja tekstityksiä jakava internetsivusto. 

 Tutkielma kuvailee aluksi audiovisuaalisen kääntämisen historiaa osoittaen 

vapaaehtoiskääntämisilmiön olleen olemassa jo 1980-luvulta asti. Tutkielma kuvailee sitten, 

millaisia kääntämistaksonomioita käännöstieteilijät ovat tunnistaneet, alkaen Vinayn ja 

Darbelnet’n (1958) taksonomiasta, joka esitteli kääntäjille erilaisia kääntämismetodeja. 

Tarkemmin tukielmassa esitellään Pedersenin (2011) nimenomaan audiovisuaalisen kääntämisen 

käsittelyyn kehittämää taksonomiaa, ja sitä sovelletaan analyysissä, jotta kaupallisten ja 

epäkaupallisten kääntäjien käännösvalintojen erot tulisivat aineistosta parhaiten esiin.  

 Tutkielma osoittaa kaupallisten ja epäkaupallisten kääntäjien välillä olevan selviä eroja 

niin käännösmetodien käyttämisessä kuin myös tilanteissa, joissa eri metodeja käytetään. 

Kaupallinen kääntäjä suosii vapaata kääntämistä, jossa merkitysten välittymiseen käytetään 

esimerkiksi täydennyksiä ja lisäyksiä (Specification), kun taas epäkaupallinen kääntäjä käyttää 

tyypillisesti suoran kääntämisen metodeja kuten käännöslainoja ja vain välttämättömät 

rakenteelliset muutokset sisältäviä käännöksiä (Calque, Shifted Direct Translation). Molemmat 

kääntäjät jättävät toisinaan lähdetekstin aineksia kääntämättä (Omission) ja sisällyttävät toisinaan 

lähdekielen aineksia sellaisenaan kohdetekstiin (Retention). Tutkielmassa käsitellään myös niin 

kutsutun virallisen vastineen (Official Equivalent) käyttöä ja sekä sitä, kuinka käännösratkaisut 

voivat tulla korkeammalta auktoriteetilta. 

 Tarkastelu osoittaa, että kaupallisen kääntäjän päämäärä on varmistaa yleisön 

tekstinymmärrys hyödyntäen metodeja, jotka sallivat kiertoilmaisujen käytön. Kaupallinen 



 
 

kääntäjä ei siis suosi suoraa kääntämistä. Epäkaupallinen kääntäjä taas suosii enemmän suoraa 

kääntämistä, kääntäen tekstin sanasta sanaan ja pysytellen mahdollisimman lähellä alkuperäistä 

tekstiä. Tämä vähentää yleisön tekstinymmärrystä, mutta säilyttää alkuperäisen käsikirjoittajan 

näkemyksen sarjan hahmojen käyttämästä kielestä ja lisää immersiota. Epäkaupallinen kääntäjä 

osoittaakin näin harrastuinesuutensa ja perehtyneisyytensä fantasiasarjaan: hänen päämääränsä ei 

ole taata, että mahdollisimman moni katsoja ymmärtää käännetyn tekstin, vaan ylläpitää sarjan 

käsikirjoittajan näkemys alkutekstistä kohdetekstiin. 

Avainsanat: audiovisuaalinen kääntäminen, amatöörikääntäminen, fanitekstitykset, 

epäkaupallinen kääntäminen, vertaileva tutkimus, kääntämistaksonomiat, käännösmetodit 

 

 

 

 

 

 

 

 

 

 

 

 



 
 

Abstract 

The thesis compares commercially and noncommercially produced subtitles to examine the 

differences between them. As the thesis focuses on the translation of a fantasy television series, 

the examination will highlight how the differences between the translations affect the audience’s 

immersion and comprehension. The thesis also examines what sorts of issues can arise when 

translating from English to Finnish. The data consists of subtitles collected from Home Box 

Office’s streaming service HBO Nordic (which has been since rebranded to HBO Max) and DivX 

Finland, a website which shares noncommercial subtitles.  

 The thesis describes noncommercial subtitling’s history (beginning in 1980 with the 

translation of anime) and moves onto the current landscape of noncommercial translation. The 

thesis also discusses the different translation taxonomies which have been proposed in academia 

beginning from Vinay and Darbelnet’s seminal translation taxonomy formed in 1958. The thesis 

utilizes Pedersen’s (2011) taxonomy which is intended for the translation of audiovisual materials 

to highlight the different choices that the commercial and noncommercial translators make during 

the process of translation.  

The thesis shows that there are numerous differences in the translation end product created 

by commercial and noncommercial translators and that the translators favor different methods as 

well as utilize them in different contexts. The commercial translator favors Free Translation and 

methods such as Specification, whereas the noncommercial translators use methods such as Calque 

and Shifted Direct Translation. Both translators utilize the Omission and Retention methods. The 

thesis also discusses the use of the Official Equivalent method and how choices on how to translate 

can come from a higher authority.  

The examination displays that the commercial translator’s main motivation is to ensure the 

audience’s comprehension of the target text by using methods that allow them to paraphrase rather 

than translate the contents directly. This leads to the more audience-friendly (comprehensible) end 

result. The noncommercial translators focus more on metaphrasing, as in, translating the contents 

of the original text as similarly as possible. This lessens the audience’s comprehension but 

maintains the original screenwriters’ vision and thusly also furthers the immersion into the 

television series. This indicates that the noncommercial translators are devotees of the original 



 
 

materials, and that the main objective of the noncommercial translation is not to make the source 

text comprehensible to the audience but to maintain the screenwriters’ vision from the source text 

to the target text.  

Keywords: Audiovisual translation (AVT), fansubs, non-professional translation, noncommercial 

translation, comparative research, translation taxonomies, translation methods 
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The variability of translations is incontrovertible evidence of the limitless 

flexibility of human minds. There can hardly be a more interesting subject 

than that.  

- David Bellos, 2011, p. 9. 

 

 

 

 

 

 

 

 

 

 



1 
 

1. Introduction 

Translation is a central phenomenon of a globalized world. Translation tools are used everyday 

ranging from the business world to the media that we consume on a daily basis. It is the bridge that 

connects continents and gives us the tools to communicate globally.  

 A simplistic view of translation would claim that the practice is simply transforming words 

from one language to another. However, what this view fails to recognize is the variety of cultural 

aspects that are tied to our daily language use. For example, a translator might face difficulties 

when translating from Japanese to English because Japanese has many ‘untranslatable’ words and 

phrases (e.g. 恋の予感 / koi no yokan, which roughly translates to ‘an unavoidable, premonition 

of love between two individuals’). Put simply, translation is quite often more than finding a word 

from the Source Language (henceforth SL) and changing it to a corresponding word from the 

Target Language (henceforth TL). A more accurate description of translation describes the variety 

of different cultural contexts in which language can be used. It adapts the SL terminology into a 

new form for the TL creating a translation that is different from the SL, but also specific to the 

cultural context of the TL.  

 This thesis compares commercially produced and noncommercially produced subtitles. 

The next section begins with a brief examination of audiovisual translation’s (AVT henceforth) 

history and the origin of the noncommercial subtitling phenomenon. Afterwards, the thesis 

expands upon the translation methodologies which have been used to examine different decisions 

that translators make during the process of translation. With the knowledge of these two subjects, 

the thesis then proceeds to examine the different choices that the commercial and noncommercial 

translators for the television series Game of Thrones (2011–2019) have made in their respective 

translations. An emphasis is placed upon the aspect of audience immersion and how the translators 

maintain the expectations of the fantasy genre. Often the translators must make choices which alter 

the television series’ immersion to make the translation more comprehensible to the viewer. 

Alternatively, the translators might make critical alterations to the source material (in this case the 

television series), to convey different aspects of the fantasy genre. The thesis also examines the 

common issues that arise when translating from English to Finnish and how the differences 

between the two languages influences the task of translation. The thesis concludes with the results 

of this analysis and an examination of the noncommercial subtitling phenomenon as a whole.  
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 The thesis displays that there are, indeed, differences in how commercial and 

noncommercial translators tend to translate. The findings of the thesis show that, among other 

things, the commercial translator tends to use methods that allow for idiomatic language (Free 

Translation), whereas the noncommercial translators tend to focus more Direct Translation. From 

this it can be discerned that commercial translators tend to favor audience comprehension over 

audience immersion, the latter of which is the element favored by the noncommercial translators. 

The thesis also displays interesting differences in the translation of the fictional language Dothraki. 

There are also numerous interesting similarities between the translators, for example, the 

consistent use of the Omission method to remove information that is not relevant to the audience 

and the use of Retention on proper nouns.  
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2. Audiovisual translation 

The rapid advancement of technology has affected many industries in the last 30 years. This change 

can also be seen in the way we enjoy media; the growing interest in audiovisual entertainment has 

without a doubt affected the amount of media produced for audiovisual mediums. The rising 

popularity of audiovisual media has also warranted a need for more translators within the field 

itself. A few technological advancements should be pointed out. The transition from textual media 

(books) to audiovisual media (television series, films) was a significant change because it involved 

a completely new type of translation. Where literary translations translate a specific text, AVT 

practices frequently revolve around dubbing or subtitling, two different practices which function 

under totally different sets of rules and regulations.  

 Of note, the practice of adding subtitles to a visual medium has existed since the days of 

Classical Hollywood cinema (1910s–1960s), as silent films regularly had title cards explaining the 

events of the film, read aloud by a narrator for illiterate viewers (O’Sullivan & Cornu, 2018, p. 

16). Furthermore, films were often reproduced in a different language to appeal to a larger audience 

(Georgakopoulou, 2018, p. 516). However, this early practice differs from modern dubbing as 

prior the entire film was reproduced, whereas dubbing now involves voice actors re-acting the 

lines that have already been produced. 

 Furthermore, audiovisual media is no longer tied to the television or theater projection 

exclusively. Audiovisual media has become more popular with the emergence of the internet, the 

personal computer, smartphones, and tablets, to the point that it has taken the status of being the 

primary source of entertainment in the modern era. Audiovisual media is no longer simply films 

and television series, but also user-created content such as YouTube videos, webinars or even 

(video) podcasts. As Georgakopoulou points out, the impact of the internet “has been much greater 

than one could have envisaged” (2018, p. 519). Another aspect of this growth in popularity is the 

rise of streaming services (e.g. Netflix, HBO Max, Disney+, or Amazon Prime). This growth in 

popularity has not only affected the quantity of audiovisual media produced but also the habits of 

the viewers. As Georgakopoulou (2018) mentions, ‘binge watching’ and ‘cord-cutting’ have 

become ubiquitous with modern viewing habits (p. 521).  

 The status of professional translators is also tied to technological advancements as 

subtitling itself only became a profession after translation software was developed with the advent 
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of the personal computer (Georgakopoulou, 2018, p. 517). Furthermore, the growth in interest 

towards audiovisual media has further grounded the need for capable translators who can help to 

bring media products to foreign markets. To summarize, the growth in popularity entails that the 

companies need to produce more media products, which further requires more translators to do 

translation work. 

 However, the internet’s influence towards the profession of translator has not been a net 

positive. Through the internet, AVT was outsourced to low-cost countries with multilingual 

capabilities (such as India, Malaysia and the Philippines), giving USA and UK based companies 

flexibility to receive translation for free (Georgakopoulou, 2018, p. 520). This essentially meant 

that professional translators in the Western countries could not compete with the cheap labor that 

the other, multilingual countries offered. The status of translation on the internet has also given 

rise to the phenomenon of noncommercial translation, which also can be seen as a threat to the 

profession of translator. 

 

2.1. Noncommercial Subtitling 

Noncommercial subtitling in its simplest form can be condensed to the following: either one 

person, or a group of people participate in the translation, creation, timecoding and sharing of 

unofficial, noncommercial subtitles. The phenomenon has numerous different names such as 

‘fansubbing’, ‘amateur translation’, ‘user-generated translation’, ‘collaborative translation’, 

‘crowdsourced translation’, ‘volunteer translation’, and the one selected for this thesis, 

‘noncommercial subtitling’. Subtitling and translating are used interchangeably within the thesis 

as the examination focuses solely on the translation process of audiovisual media. 

 

2.2. Noncommercial Subtitling Terminology 

It is important to explain the use of the term ‘noncommercial subtitling’ as many different terms 

are being used in both academic and colloquial contexts. The most frequently used term 

‘fansubbing’ implies that all volunteer translators are fans of the property that is being translated, 

which cannot be proven for every instance of noncommercial subtitling. No wide arraying studies 
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have been conducted proving concretely that only fans of a certain property choose to translate. 

Furthermore, this would imply that the fans would stop the translation process if they were no 

longer fans of the property that is being translated. For example, Game of Thrones suffered a major 

backlash from the fans of the television series, yet still the noncommercial translations exist up to 

the final season of the series. Furthermore, translators might feel a dedication to the craft that 

surpasses the fandom of a specific intellectual property. 

 The second term, ‘amateur subtitling’ delineates between the hobbyists and the 

professionals, a boundary which could be founded upon selectivity formed in the translator 

community. Noncommercial subtitles are frequently as good as commercially produced subtitles 

and therefore referring to the noncommercial subtitling communities as amateurs is misleading. 

‘Noncommercial subtitling’ (NCS henceforth) is not only accurate as the volunteers are not paid 

for their work, but it also does not comment on the quality of the subtitles between the translators 

doing the activity for free and those doing it on a salary. There are other terms that could be further 

examined, but for the purposes of this thesis, it is not necessary as the other terms are not as popular 

as ‘fansubtitling’ or ‘amateur subtitling’. With all that being said, the thesis refers to NCS as 

fansubtitling if referring to other research to avoid altering the original author’s intent. 

 

2.3. The History of Noncommercial Translation and Subtitling 

The origins of noncommercial subtitles are difficult to pinpoint accurately. One of the earliest 

examples is the fansubbing of Japanese animation films and television series (colloquially anime) 

in the mid-1990s (Gonzáles, 2009, p. 265). However, the process of fansubtitling had technically 

occurred even before that in the 1980s with fan-subtitled VHS tapes of anime (Gonzáles, 2009, p. 

265), although this practice differs greatly from the technologically advanced, internet-based NCS 

that is the norm today. 

 The reason why the internet has had a massive effect on NCS is not only because the 

subtitles are distributed on the internet, but because the internet has also provided the tools for the 

translation process. The internet, for example, provided a forum for fan groups to meet in virtual 

spaces (Li, 2015, p. 43). The internet affects the production process as people can work on an 

individual translation from afar, and furthermore, because the organization workflow is based upon 
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a technological environment (Gonzáles, 2009, p. 266). This is also reflected in the translation 

communities that have been formed on the internet (section 2.4. further expands on this). NCS’s 

status has been recognized in the last decade. For example in 2015, The European Commission 

published a call for proposals on innovative uses of crowdsourcing, relating to lesser used 

European languages (Georgakopoulou, 2018, p. 523). 

 NCS, as a practice, is often incorporated into an umbrella term of ‘fan literacy’ which 

covers many different procedures applied by fans, such as fanfiction (continuing or adapting a new 

story based upon an existing story), fandubbing (re-dubbing existing media), fansubbing (creating 

subtitles) and scanlation (scanning pages of a manga or a comic book and translating the contents) 

(Vazquez-Calvo et al., 2019, p. 50). All these different practices are completely voluntary and the 

reasons for participating in them are numerous, such as, the sense of community, learning through 

the process of translation, or altruism. In this sense the internet has not affected only audiovisual 

media, but the media landscape in general. 

 The rise of NCS is also partly tied to the technological advances mentioned earlier. As 

Orrego-Carmona (2014) points out: “Given the user-friendly software that is freely available now 

to produce subtitles, and the way audiences develop emotional attachment to audiovisual content, 

non-professional subtitling has become an option for a significant number of users” (p. 78). 

Therefore, it is much easier to become a noncommercial translator now than it was 20 to 30 years 

ago. 

 

2.4. Noncommercial Translating Communities 

Noncommercial translation occurs on websites that function as a community hub for the 

translators. These hubs change based upon the community’s own preferences, but some 

commonalities can be found on the websites. For example, the norm is that translators are usually 

split into groups and all the different members have their own unique tasks within the group. The 

hub examined in this thesis is DivX Finland, the members of which have produced noncommercial 

subtitles since 2003. The task of noncommercial translation happens as a group with different 

responsibilities given to each member of the group, unlike the commercial translation norm of 

audiovisual media, in which a single translator does all the work. The website has a dedicated 
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section describing the different tasks that the members can carry out. For example, there are 

different guidelines for translating into Finnish (DivX 1, 2010), for the proofreader (DivX 2, 2010), 

and for the project leader (DivX 3, 2010). Furthermore, there are different forums on which the 

people within the community can discuss with other translators. The community also has a Discord 

server, but that is not accessed for the thesis as the intention is to examine the final products of 

translation rather than focus on the translators. Communication with the noncommercial translators 

might also affect the way that the research would be conducted. Relating to this point, studies have 

also been conducted about the phenomena of fansubtitling by the researcher joining the community 

and observing the process (see Li, 2015).  
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3. Research Framework 

Translation research often relies upon examining the choices that the translators make. This makes 

sense as the practice of translation is highly subjective. Numerous works have been produced based 

upon the philosophy of translation, what (presumably) goes on in the mind of the translator, and 

the process of changing a piece of text from the SL to the TL. Notable texts about the philosophy 

and underlying purposes of translation have been authored by, for example, Eco (2003) and Bellos 

(2011).  

This thesis adapts a product-oriented approach in which the end product of translation is 

analyzed. Product-oriented research can be applied to any different materials that translators create 

during their work-process, but this thesis focuses solely on the end product from two different 

viewpoints (those being commercial and noncommercial subtitles respectively). However, there 

are a few problems that this approach presents. First and foremost, analyzing the end results of a 

translation can give an incomplete picture of the translator’s thought process. In this sense, the 

view that is presented is incomplete as it is the researcher’s supposition of choices made, rather 

than the translators themselves representing their own work. Semantically it could be argued that 

this approach is looking at the process rather than the end product, but it must be emphasized that 

the translator(s)’ personal viewpoints are not taken into account and that the data consists only of 

the end product.  

That being said, this approach is justified as the researcher is evaluating the different results 

that translators produce, rather than looking at the process of translation from the point of view of 

the translator (hence the research being product-oriented not process-oriented). Furthermore, 

research about process-oriented translation has shown that individual translators make unique 

choices, and thusly, the process of translation is highly variable and should not be simplified to 

commonalities that translator might apply (Sun, 2013, p. 3). In this sense, methods of translation 

display commonalities in the task of translation but fail to take into account the myriad of different 

choices that a translator could make while altering the original text. It would also be inaccurate to 

assume that the process of translation in the noncommercial and commercial circles would be 

similar as commercial translators often work alone whereas noncommercial translators often work 

in teams. This is a notable difference because the commercial translation utilizes similar methods 
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throughout, whereas the NCS counterpart might use multiple different translation methods based 

on the individuals that are working on the translation. 

 

3.1. Translation Methodology 

The field of AVT also has many different challenges compared to translating text. One of the 

biggest challenges that AVT professionals face is the economical use of subtitles. The thesis 

utilizes the term ‘block subtitle’ to refer to the subtitle that appears on screen for a moment, 

indicating the translation from the ST to the TT. A block subtitle contains either one or two text 

segments (which are often referred to as lines). Based on Finnish norms of television subtitling, a 

text segment can hold to 30 to 35 characters (spaces included), meaning 60 to 70 characters for a 

block subtitle (Hartama, 2007, p. 192). Therefore, the translator must often make compromises 

based on what is the most sensible style of translation in relation to the economic use of space in 

the block subtitles. This aspect also reflects the different methods that are discussed within the 

thesis, as some (such as Omission) drastically shorten the translated materials, but then again, also 

change the original intention of the screenwriters.  

The variability of translation cannot be underestimated. As Bellos (2011) elegantly puts it: 

“any utterance of more than trivial length has no one translation; all utterances have innumerably 

many acceptable translations” (p. 8). Furthermore, the translator must consider numerous different 

elements so as to maintain the integrity of the original text (or to maintain a certain style of fiction, 

like fantasy). Therefore, elements like sentence structure, the style of the text, and even the 

intentions of the original author are to be considered when translating a text. The translator often 

has a choice between Direct (word-for-word) Translation or Free Translation (as in using 

different, corresponding words to convey the original text). It should also be noted that the 

utilization of Direct Translation is called ‘metaphrasing’, whereas the utilization of Free 

Translation is called ‘paraphrasing’ (Palumbo, 2009, p. 50). Whatever may be the case, the amount 

that a translator leans into each direction changes based on the translator’s own experiences and 

preferences and most text that is being translated. For example, a trained translator might find 

different solutions for translation than an untrained one. 
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 The discussion of what a translator should, might, or could do has created numerous 

different translation methodologies, often called strategies, taxonomies, tactics, or methods. 

Numerous different researchers have also suggested that these different terms could be applied to 

specific areas of translation, such as the “global decision making”, “[t]he cognitive process”, or 

“the textual procedure” (Pedersen, 2011, p. 69). The earliest translation methodology is Vinay and 

Darbelnet’s collection of translation strategies, introduced in a seminal work for the field of 

translation, called Comparative Stylistics of French and English (1958). It is fair to say that Vinay 

and Darbelnet’s taxonomy has had an influence on most modern translation taxonomies, which 

are often modeled under the same two main categories: Literal and Oblique Translation. Pedersen 

(2011) differs in this regard as his methods are labelled under Source and Target Oriented methods 

(p. 75).  

 The usefulness of different translation methods becomes apparent when a translator faces 

an issue during the process of translation. Such issues could arise from a variety of things, such as 

linguistic differences between the SL and the TL, conveying idioms or puns, or trying to convey 

something that might be different between the cultures of the SL and the TL. Pedersen (2011) calls 

these problems relating to the translation of cultural texts Extralinguistic Cultural References 

(henceforth ECR). A definition ECR according to Pedersen (2011) is:  

[a] reference that is attempted by means of any cultural linguistic expression, which refers to an 

extralinguistic entity or process. The referent of said expression may prototypically be assumed to 

be identifiable to a relevant audience as this referent is within encyclopaedic knowledge of this 

audience (p. 44). 

Pedersen’s definition seems to be intentionally obscure, as these problems can occur in a variety 

of different situations. For example, the ECRs are very different in a television series like Solsidan 

(2010–n.d.), which is set in rural Sweden and a television series like Game of Thrones, which takes 

place in a completely fictional location and adapts medieval elements from the real-life. In this 

sense, the point of the taxonomy is often focused on finding working solutions for various issues 

that could arise and applying different methods for said issues. 

 The applicability of these different methodologies and taxonomies have been called into 

question on numerous occasions. As Vinay and Darbelnet (1958) point out: “In practice, they may 

be used either on their own or combine with one or more of the others” (p. 128), essentially 
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meaning that although the taxonomy exists, the different methods are not as clear-cut as one would 

hope. Furthermore, the taxonomies have been criticized for the fact that they cannot always be 

discerned from the analyzed text (Fawcett, 1997, p. 50). Gambier (2010) also notes that they should 

not be considered procedures as the taxonomies themselves do not give any information about how 

a translation is reached, but only analyze the outcome (p. 414). Therefore, creating accurate, 

quantitative research around these methods could prove to be extremely difficult, if not even 

impossible. In accordance with Bellos’ (2011) view on translation, various different approaches 

can always be adapted in translation. 

 The application of Vinay and Darbelnet’s strategies in a modern, audiovisual setting were 

also noted by Körkkö (2019): “these techniques were specifically designed for the translation of 

non-audiovisual content, which causes issues, as the two fields have different restrictions and tools 

that can be used when the translation process is difficult (e.g. footnotes are rarely used in AVT)” 

(p. 11). The processes, rules and end result of AVT differ greatly from that of literary translation 

and therefore, using Vinay and Darbelnet’s taxonomy to evaluate choices made in AVT is 

problematic.  

 The process of adapting a taxonomy for the thesis is built upon a few different criteria. The 

most important priority is to utilize a taxonomy that is relatively new and thus applicable to 

audiovisual media. A secondary priority is to find a taxonomy that is applicable to examine 

translations within the fantasy genre. A third priority is to find a taxonomy which displays the 

syntactic differences between English and Finnish and how changes from one language to another 

are conducted. Pedersen’s (2011) taxonomy is focused on the translation of AVT materials and 

thusly it is the one utilized in the thesis. The applicability of Pedersen’s taxonomy for this set of 

data is reflected in some detail in the conclusion of the thesis. 

 

3.2. Pedersen’s (2011) Taxonomy 

Pedersen proposes a taxonomy in his work Subtitling Norms for Television: An Exploration 

Focussing on Extralinguistic Cultural References (2011). In the work Pedersen explains that the 

taxonomy is based upon previous taxonomies and on empirical background of translation (p. 74). 

The taxonomy uses six different strategies some of which also have subcategories to conform to 
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the different needs during the process of translation (Pedersen, 2011, p. 76). The methods can be 

split into two different main categories, Source Oriented (Retention, Specification, and Direct 

Translation) and Target Oriented (Generalization, Substitution, and Omission) based on how the 

ST is altered. Additionally, Official Equivalent is a method which does not fit into either category 

because it does not rely on the translator’s autonomy but a separate entity dictating how an element 

in the text should be translated. What follows is a brief explanation of the different strategies: 

 1. Retention: retaining the ECR from the source text (henceforth ST) to the target text 

(henceforth TT) (Pedersen, 2011, 77–78). This strategy is used when the ECR is understandable 

in the culture of the ST as well as the TT. For example, the McDonalds’ hamburger Big Mac can 

be retained from its original English variant to the Finnish variant as the original variant is also 

well known in Finnish culture. 

 2. Specification: adding information to the retained ECR so as to have it be more specific 

to the target culture (Pedersen, 2011, 79–82). This strategy is further separated into two different 

subcategories, those being, Completion and Addition.  

2.1. Completion specifies an ECR which might not be clear to the target culture. Pedersen 

uses an example of “Sophomore year at Brown” being changed to “We met at Brown 

University” (2011, p. 79), so as to convey the information that a university was mentioned 

to the viewer who might not be familiar with Brown University. The major drawback of 

Completion as a strategy is that it takes up space (Pedersen, 2011, p. 79) and often assumes 

that the viewer of the content does not have information about the source culture (Pedersen, 

2011, p. 82).  

2.2. Addition is a strategy in which the translator adds information that could be valuable 

to the viewer (Pedersen, 2011, p. 80). For example, if one were to translate the name Patrick 

Leahy (an American politician) it would be useful to give the audience the information that 

he is a politician (e.g. saying Senator Patrick Leahy). The key difference between 

Completion and Addition is that the prior adds information that was alluded to, whereas 

the latter adds information that was not alluded to but could be useful to the viewer. 

It should also be noted that a part of the translator’s task is to ensure that the TT is 

comprehensible to the audience of the target culture. Pedersen notes that Completion as a strategy 
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assumes that the viewer of the content does not have information about the source culture (2011, 

p. 82). In this sense, the translator must make the choice if they are going to over-explain the 

contents of the text to the viewer or if they are going to maintain the original text. The use of 

method is also very interesting in the context of Game of Thrones as the television series takes 

place in a fictional location. In this context, the viewer does not have any prior knowledge about 

the culture and thus the translator must use Specification to ensure that the audience comprehends 

the narrative. 

3. Direct Translation can be divided into two different subcategories, those being Calque 

and Shifted (Pedersen, 2011, p. 83). Using Calque, the contents of the ST are translated word for 

word. Pedersen uses the example of the English ST ECR “The Purple Heart” being translated to 

the Swedish TT ECR, “Purpurhjärtat” (Engl. ‘Purple Heart’) (2011, p. 83). The differences 

between Calque and Shifted subcategories can be summed up by the translator’s choices: “if a 

morpheme for morpheme translation would result in a different solution than the one chosen, then 

the example should be assigned to the Shifted subcategory” (Pedersen, 2011, p. 84). In other words, 

if the translator translates the words directly but ends up changing their order, then the strategy 

used would not be Calque, but Shifted. 

4. Generalization is a strategy in which the translator changes the ECR into a more general 

term. It can be utilized in a few different ways, such as hyponymy, meronymy or paraphrasing 

(Pedersen, 2011, p. 85). For example, if the English ST refers to “Google”, the Finnish TT might 

be described as the hypernym “yhtiö” (Engl. a company). Pedersen makes the note that the prior 

strategy, 2.2. Addition, could be considered a hypernym if the proper noun was removed 

completely (Pedersen, 2011, p. 87). Per the prior example used in the thesis, this would entail 

removing Patrick Leahy completely and simply replacing the proper noun with “politician” or 

“Senator”. Generalization can also be considered to work on a sentence level if the translator, for 

example, changes a specific proverb to a more generalized statement. 

5. Substitution involves the translator changing a part of the ST with something that is more 

appropriate to the TT. This can happen on two different levels, those being Cultural Substitution 

and Situational Substitution. Cultural Substitution changes the ST so that is appropriate for the 

target culture (Pedersen, 2011, p. 90). For example, if the ST text mentions a “Walmart”, the 

translator might substitute it with the Finnish variant “Prisma”. The problem with Substitution is 
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that it alters the ST to make it more comprehensible for the viewer. This might prove to be 

problematic if the narrative is set in North America and the characters claim to go to a hypermarket 

that is specific to the target culture but implausible in the source culture. Transcultural Substitution 

finds a term that might be applicable to both cultures, ensuring that there is no gap in believability 

in the subtitles (Pedersen, 2011, p. 91). For example, if a character claims that they are going to 

go to “Pottery Barn”, a transcultural shift might apply “Ikea” as the global chain exists in both the 

source and target cultures, although it does present a different issue relating to the connotation of 

each chain as Pottery Barn might be considered fancier and more expensive than Ikea.  

Situational Substitution does not replace the term with an element that fits to the target 

culture, but with something that is applicable to the situation in the text. Pedersen (2011) uses the 

example of a character in Spy Hard (1996) saying “[he is w]ith Gilligan!” referring to the titular 

character in Gilligan’s Island (1965–1967). The implication of this line is that the character does 

not want to give a correct answer and thus replies with a sarcastic remark. However, Gilligan’s 

Island never aired in Sweden and thus it would not be comprehensible to a Swedish viewer. In this 

case, the translator opted to change the line to “[w]ith his wife”, which implies a similar sarcastic 

remark (Pedersen, 2011, p. 96). Using this method, the translator should be aware of the genre in 

which they are translating. For example, Spy Hard is a comedy film, which requires the translator 

to consider if their translation matches the humor in the ST. Similarly, fantasy translation requires 

the translator to consider the immersion of the viewer. The characters cannot, for example, use 

colloquial language or refer to real-life events if it does not fit in with the style of the ST.  

6. Omission, as the name describes, involves the translator leaving an element from the ST 

out of the TT during translation. This can be done when the element mentioned in the ST is not 

relevant for the viewer. It can also be used if the translator does not want to translate something or 

when the other strategies are not applicable (Pedersen, 2011, p. 96). Omission is also a useful 

method in the sense that it allows the translator to make the block subtitles briefer. Concerning 

translation from English to Finnish, the omitting of pronouns is also possible as the agent can often 

be discerned from the sentence structure. 

7. Official Equivalent is an interesting strategy in the sense that it is not dictated by the 

translator’s own choices, but by a higher authority that decides how a term should be translated 

from the ST to the TT. Many different terms have official variants in different languages which 
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are dictated both culturally (e.g. what sounds idiomatic) and by a higher authority (what a higher 

authority has deemed a translation of a word to be). For example, in the children’s series ‘Bob the 

Builder’, the titular character is called ‘Puuha-Pete’ in Finnish (Engl. Chore-Pete). This is a 

deliberate decision as ‘Bob’ is not a name that Finnish children are familiar with. However, the 

choice is not made by the translator in the form of Generalization and Cultural Substitution, the 

choice is made by the higher authority that has decided to market Bob the Builder to a Finnish 

audience in this form. In the context of this research, the higher authority that dictates the 

translation is the producer and distributor of Game of Thrones, Home Box Office (henceforth 

HBO). Notably, the noncommercial translators technically do not have a higher authority that is 

telling them when to use specific terminology. However, it could be argued that the translations of 

the book series (A Song of Ice and Fire for Game of Thrones) could give them examples of how 

specific terms (such as proper nouns) should be translated. 

Before progressing further from Pedersen’s taxonomy, it should be noted that his work is 

intended to be used on the translation of ECRs (Pedersen, 2011, p. 74). However, Pedersen also 

comments that the taxonomy can be modified to suit other purposes as well (2011, p. 74). It should 

also be noted that Pedersen’s examples usually involve translating into the real-life target culture. 

Translating texts about a fictional world differ greatly from translating media that is based on a 

real-life source culture (e.g. Solsidan). Finally, Pedersen’s taxonomy is used primarily to render 

semantic meaning rather than syntactic shifts in the text (Pedersen, 2011, p. 74). Therefore, 

although the taxonomy is useful in the examination of AVT, the taxonomy is not intended for the 

examination of the syntactic differences between two languages. 
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4. Data 

The thesis compares the commercial and noncommercial subtitles of the television series Game of 

Thrones. This section expands upon the reasons for picking Game of Thrones, the common 

conventions of translating in the fantasy genre, the data collection, and why this specific set of data 

was chosen for the research.  

 

4.1. Game of Thrones as an Object of Fan Culture 

Game of Thrones is a television series produced by HBO. It gained massive success from fans and 

critics alike during its run eight-year run, with the final episode gaining 13 million viewers in the 

US1 (TVSF, 2019). The number of international viewers is much higher. Game of Thrones is an 

adaptation of The Song of Ice and Fire book series (1996–) written by George R.R. Martin. 

Relating to the contents of this thesis, it is important to mention that the books have also been 

translated into Finnish as early as 2003 by Satu Hlinovsky. Therefore, a translation of the source 

material existed years before the series began. 

 Game of Thrones had a devout fanbase during the first 6 years of its runtime. The series’ 

presence in popular culture could be described as a phenomenon. The series was discussed on 

several social medias and forums varying from Facebook, Twitter, Instagram, to the news 

aggregator website Reddit. Numerous subreddits on Reddit were dedicated to the analysis and 

commentary of the series week to week (e.g. r/gameofthrones, r/ASOIAF, r/HBOgameofthrones, 

and r/freefolk). However, the series’ critical reception waned with the last two seasons. The final 

season received a mixed reaction from the fans, even producing a petition with 1.8. million 

signatures to remake the final season of the series with “competent writers” (Change.org, 2019). 

 There are several reasons for choosing Game of Thrones specifically for this research. First 

and foremost, Game of Thrones had a massive devout fan following during its television run, 

displaying that research about fan culture could be conducted. Secondly, Game of Thrones is a part 

of the fantasy genre, which presents an interesting angle for the research. Thirdly, the data was 

 
1 Notably this figure only counts in the people who watched the series in the US, through the HBO channel. The 

amount is much larger when the people who watched it through HBO’s streaming service and those who illegally 

streamed or downloaded the episode are factored in. 
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available to be used as it had already been collected for a previous study on the topic (Körkkö, 

2019). 

 

4.2. Game of Thrones in the Fantasy Genre 

The fantasy genre has many different terms that are very specific to the genre. These terms can 

range from names of races (dwarf, elf, hobbit, orc) to common tropes (mana, spells, swords, 

armor). A Song of Ice and Fire (and by extension, Game of Thrones) are in the genre of high 

fantasy, just like their predecessors Lord of The Rings and The Chronicles of Narnia. However, 

what differentiates Game of Thrones from these prior examples is how the series is based upon the 

supposed gritty depiction of the fantasy world. In other words, Game of Thrones does not have 

many fantastical elements to it (compared to other entries in the high fantasy genre), and the focus 

of the narrative is on the drama between the major houses of Westeros and Essos. This is an 

important aspect to recognize before the analysis as it is an integral part of the tone of Game of 

Thrones. Consequently, translators leaning too heavily on fantastical tropes might affect the tone 

of the series which is meant to be gritty and noticeable different other fantasy properties.  

 Viewer immersion is examined within the thesis. Immersion applies to the viewers’ 

experience of the series and how well the translators maintain the illusion that the world of Game 

of Thrones is “real”. Immersion maintains the ‘suspension of disbelief’ as the viewer is accepting 

fictional elements to be able to enjoy the entertainment. This relates to how translators may 

enhance the original text of the series by altering to fit in with general fantasy tropes or medieval 

norms. The translator should also avoid elements outside the fantasy genre so as to not break the 

illusion of the fictional world.  

Furthermore, the translator must find a balance between audience immersion and audience 

comprehension. This essentially means that although Source Oriented methods (Retention, 

Specification, and Direct Translation) might be more faithful to the ST, the Target Oriented 

methods (Generalization, Substitution, and Omission) might modify the television series to be 

more comprehensible to the average viewer. Target Oriented methods might, however, alter the 

viewer’s suspension of disbelief and by extension, the immersion to the text. Official Equivalent’s 

place in audience comprehension and immersion is difficult to evaluate simply because it differs 
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from the other methods in many aspects. For example, Bob the Builder’s Finnish counterpart, 

Puuha-Pete is far more comprehensible for a Finnish child than Bob the Builder. However, there 

are other cases where it can be argued that Official Equivalent breaks the immersion of the original 

text. The aspects of audience comprehensibility and immersion are further examined in the 

analysis section by considering how each method affects each aspect of the translation.  

 

4.3. Data Collection 

The data for this research is collected from two different sources. The commercial translation is 

from HBO’s streaming service intended for the (Fenno-)Scandinavian market, HBO Nordic. The 

commercial translation is created by Sari Kumpula. The noncommercial translation is from a 

Finnish fansubtitling forum called DivX Finland, translated by usernames juzkaaz, sohvo, 

jazzzombie, Snagglepuss, Socom, Deewee, Chip, mikski, Hat, apathy, Newton and laggy. The 

proofreading for the subtitles was done by username Juuseri. The data was originally collected in 

2019, for a bachelor’s thesis discussing the same topic (see Körkkö, 2019). The data has been 

retained since then to ensure the accuracy of future research. It should be noted, however, that 

HBO Nordic has since been rebranded HBO Max. That being said, it does not affect the accuracy 

of the data being used as the subtitles remain the same. 

 

4.4. Data Display 

The data is displayed using a bracket containing four different elements. Figure 1 displays the 

current method of presenting the data.  
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      A                            B                                         C                                              D           

# HBO ENG HBO FIN DIVX FIN 

48 It’s a freak! 
 

Tuo on jokin luonnonoikku. 
 

That is some sort of a freak 
of nature. 

Se on kummajainen. 
 

That is a freak. 

134 You’re not an outsider. Et sinä ole ulkopuolinen. 
NEG-2SG you are outsider 

 
You are not an outsider. 

Et ole ulkopuolinen. 
NEG-2SG are outsider 

 
You are not an outsider. 

Figure 1. How the data is displayed throughout the thesis. 

The first column (A) displays the chronological order of the subtitles. In the figure, these are the 

48th and 134th block subtitles in the data. It should be noted that the original English subtitles 

dictate how many block subtitles the data has as the commercial translation and the noncommercial 

translation do not always align chronologically. Therefore, using this chronological order based 

on the English subtitles assures that the comparison remains accurate and comprehensible to the 

reader. The use of the vertical bar ‘|’ indicates a line change within a block subtitle. The second 

column (B) displays the original English block subtitle collected from HBO Nordic. This is the 

basis of the comparison as the research looks at the different choices that the commercial and 

noncommercial translators have made. The third column (C) displays the commercial translation 

retrieved from HBO Nordic. The final column (D) displays the noncommercial translation 

retrieved from DivX Finland. Underneath the translations in the HBO FIN and DIVX FIN columns 

are the backtranslations, which are displayed in italics to differentiate from the translated materials. 

As the 134th block subtitle displays, the thesis utilizes Leipzig glossing rules to convey the changes 

in the translation when it provides useful information about the changes that happen in the process 

of translation (Leipzig, 2015). The thesis refers to the HBO Nordic translator as the ‘commercial 

translator’ and to the The DivX Finland translators as the ‘noncommercial translator(s)’.  
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4.5. Ethical Considerations on the Data 

The thesis uses copyrighted materials that are collected from two primary sources, those being the 

HBO Nordic streaming service and the DivX Finland website. Game of Thrones is an intellectual 

property owned by Home Box Office, and the subtitles used as data are copyrighted to them. The 

noncommercial translators also use copyrighted material and do so without permission from HBO. 

The intention of using the copyrighted material, or the translations that also utilize the copyrighted 

materials is to observe and analyze, and nothing else. The intention of this thesis is not to support 

the copyright-infringement of noncommercial translation, but to research the phenomena. The 

thesis or the data within it are not going to be used for any monetary gain. Furthermore, the data 

will not be shared online outside the context of this thesis. The author does not give the permission 

to reuse the data in any manner. 
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5. Analysis and Comparison 

The analysis section is organized by the different translation methods explained in section 3.2. The 

order of the methods is defined by how many times each is used in the data, beginning with the 

most common methods. Each subsection examines how the method appears in the data and how 

the translators’ choices either coincide or differ with each other. Each subsection also ponders 

upon the question of audience comprehensibility and immersion and how these two elements have 

guided the translators’ work. Furthermore, the section discusses the common issues and elements 

that arise when translating from English to Finnish.  

 

5.1. Omission 

Omission is the most common method in the data as omitting information can often serve the 

economical purpose of keeping the block subtitles brief. Omission is applied by removing parts of 

speech, such as interjections and personal pronouns. It is also utilized by removing background 

dialogue, and dialogue that is in the fictional language of Dothraki.  

Removing information from the text occurs in three different styles. The more common 

style omits a single word or phrase from the translation as it is not considered to be important for 

the viewer. For example, figure 2 demonstrates the way that the non-lexical vocalization mmm is 

removed using the Omission method. 

# HBO ENG HBO FIN DIVX FIN 

286 Touch it. 
 

Kokeile, 
 

Try, 

Koske sitä. 
 

Touch it. 

287 Go on, feel the fabric. 
 

miltä kangas tuntuu. 
 

how the fabric feels. 

Tunnustele kangasta. 
 

Feel the fabric. 

288 Mmm. 
 

[NOT INCLUDED] [NOT INCLUDED] 

Figure 2. Example of an interjection being omitted from the data. 

In this exchange Daenerys is urged to touch a piece of fabric and feel how soft it is. The non-

lexical vocalization Mmm in the 288th block subtitle is omitted in both versions most likely due to 
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the vocalization being common in both the SL and the TL. Therefore, the viewer can intuitively 

understand what is being expressed without the use of block subtitles.  

This style of Omission is also present when a character is citing a longer monologue, and 

other characters are having an overlapping conversation (fig. 3) 

# HBO ENG HBO FIN DIVX FIN 

64 In the name of Robert | 
of the House Baratheon, 

 

Baratheonin suvun 
Robert I:n | nimessä..  

 
In the name of Robert the 
first of House Baratheon 

Baratheonin suvun Robertin 
nimeen.| 

 
In the name of Robert of 

Baratheon’s lineage. 

65 -the first of his name… | -
Don’t look away. 

 

-Älä käännä katsettasi 
 

-Don’t turn your gaze 

- Älä käännä katsettasi. 
 

Don’t turn your gaze. 

66 -…king of the Andals and 
the first… | -Father will 

know if you do. 
 

Isä huomaa, jos teet sen. 
|  
 

Father notices if you do 
it. 

Andalien kuninkaan 
nimeen.|- Isä saa tietää, 

jos käännät. 
 

In the name of the king of the 
Andals. -Father will know if you 

turn. 

67 …lord of the Seven 
Kingdoms and protector 

of the realm, 
 

-…valtakunnan suojelijan 
nimessä – 

 
-...in the name of the 
kingdom’s protector 

Seitsemän kuningaskunnan 
herran|ja rajojen suojelijan 

nimeen, - 
 

In the name of the lord of the 
Seven kingdoms and the 
protector of the borders. 

68 I, Eddard of the House 
Stark, 

 

Minä, Eddard Stark,  
 

I, Eddard Stark, 

minä, Starkin suvun 
Eddard, - 

 
I, Eddard of House Stark, - 

69 lord of Winterfell and 
warden of the North. 

 

Talvivaaran | lordi ja 
pohjoisen vartija – 

 
Lord of Winterfell and 
warden of the North – 

Talvivaaran herra ja 
pohjoisen vahti,| 

 
Lord of Winterfell and 
guardian of the North, 

70 sentence you to die. 
 

Tuomitsen sinut 
kuolemaan. 

 
Sentence you to die. 

tuomitsen sinut kuolemaan. 
 

sentence you to die. 

Figure 3. A character monologuing and two characters having an overlapping conversation. 
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In this example, Eddard Stark is sentencing a prisoner before beheading him (block 

subtitles 64–70). At the same time Jon Snow is instructing Bran Stark not to look away from the 

execution as that would imply that Bran is squeamish to executions (something that is not looked 

kindly upon sons of lords) (block subtitles 65–66). On the 66th block subtitle, the commercial 

translator omits king of the Andals and the first [men] from Eddard’s monologue. The 

noncommercial translator makes a similar choice but only omits and the first [men]. The choice 

to use Omission by both translators in this scene indicates that the translators prioritize dialogue 

that is deemed most important within the scene (in this case Jon and Bran talking rather than 

Eddard’s sentencing). Thusly this helps the comprehensibility of the scene greatly as the viewer 

does not have to read block subtitles from two different conversations at the same time. Noticeably, 

the noncommercial translator omits and the first [men] because Eddard’s dialogue is cut off by 

Jon’s interaction with Bran. In this example, the Omission method neglects important information 

about the culture in the North and the status of Eddard Stark in the society of Westeros, lessening 

the immersion aspect of the series. This is more notable from the commercial translator’s version 

as it removes Eddard’s sentencing entirely on the 66th block subtitle. 

Omission is also used to remove personal pronouns in the data. This is a very distinctive 

difference that occurs when translating from English to Finnish, as the Finnish sentence structure 

contains the agent in the verb, which is not the case with English. Figure 4 shows an example of 

this: 

# HBO ENG HBO FIN DIVX FIN 

134 You’re not an outsider. 
 

Et sinä ole ulkopuolinen. 
NEG-2SG you are outsider 

 
You are not an outsider. 

Et ole ulkopuolinen. 
NEG-2SG are outsider 

 
You are not an outsider. 

Figure 4. Example of omitting a personal pronoun. 

The commercial translator includes the second-person singular you (Fin. ‘sinä’) in the translation, 

whereas the noncommercial translator opts to omit it completely. In this sense, omitting the 

personal pronoun makes the block subtitle more economic as well as creates a more natural 

sounding translation for the Finnish viewer. Omitting the personal pronoun does not affect the 

immersion aspect of the translation and often makes the text more comprehensible to the viewer. 

Therefore, in these cases, the use of Omission does not have a downside. 
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The second, less common style of Omission in the data is to leave complete lines of 

dialogue out of the translation (fig. 5).  

# HBO ENG HBO FIN DIVX FIN 

50 Lad, go run back and get 
the rest. 

[NOT INCLUDED] [NOT INCLUDED] 

292 Illyrio’s no fool. 
 

[NOT INCLUDED] Illyrio ei ole hölmö. 
 

Illyrio not is a fool. 

379 I know he will. [NOT INCLUDED] Tiedän hänen suostuvan. 
 

I know he will comply. 

Figure 5. Examples of Omission in the data. 

As can be seen from this figure, the commercial translator chooses to omit pieces of dialogue three 

times within the script. Out of the entire set of data (562 block subtitles), the commercial translator 

uses this style of Omission 16 times, whereas the noncommercial translator uses it 7 times. 

Therefore, based on this set of data, the commercial translator favors the method more than the 

noncommercial translators. Although the omitted dialogue is not central to understanding the 

narrative, this does affect the screenwriters’ intentions with these scenes. For example, the 292nd 

block subtitle Illyrio’s no fool, clearly states a character’s views on Illyrio, which is not conveyed 

in the commercial translation of the same block subtitle. Contrary to this, the 50th block subtitle, 

Lad, go run back and get the rest is background chatter in the episode and therefore, omitting it, 

as both translators do, does not affect the comprehension or immersion of the narrative. The 

comprehension of these scenes becomes easier as the viewer does not have to read the different 

snippets of dialogue, but that being said, the viewer does not get the full narrative authored by the 

screenwriters, lessening the overall immersion to the series. 

An interesting note relating to the specific genre of fantasy is the translation and Omission 

of the fictional language Dothraki (fig 6). Notably Dothraki is not a language that is explained in 

the books as the author George R.R. Martin did not plan a grammar for the language. A grammar 

was, however, created for the series by a linguist (Laskowski, 2017). Therefore, the basis of 

translation cannot be founded upon knowledge from the books, unless the dialogue in the series is 

copied from the books to the television series directly.  
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# HBO ENG HBO FIN DIVX FIN 

514 Jadi, zhey jorah andahli! 
 

Tule lähemmäs, andali 
Jorah. 

[italics from the translation] 
 

Come closer, andal Jorah. 

[NOT INCLUDED] 

Figure 6. Examples of translating Dothraki. 

In the 514th block subtitle, the Dothraki leader Khal Drogo calls over Jorah Mormont, 

calling him jorah andahli, which essentially means that he is from the land of the Andals, which 

means Westeros in this case (whereas the Dothraki live in Essos). This example is interesting as 

the commercial translator translates the phrase into Finnish, even though the original English block 

subtitle does not have an explanation of what the phrase means. As the language is completely 

fictional, this indicates that the official, commercial translator has received information what the 

specific phrases of Dothraki mean in English. Therefore, the commercial translator uses the 

Official Equivalent method, as only a higher authority could dictate what this line means in 

English. Therefore, it makes sense that the noncommercial translators use Omission as they have 

no guidance in the process of translating it. Alternatively, the commercial translator could make 

an educated guess about what Khal Drogo is saying in this example leading to this translation. 

That being said, there are also occasions in which even the commercial translator omits 

dialogue that is in Dothraki (fig 7). 

# HBO ENG HBO FIN DIVX FIN 

515 Khal vezhven. 
 

[NOT INCLUDED] [NOT INCLUDED] 

511 Etayo akka. 
 

[NOT INCLUDED] [NOT INCLUDED] 

Figure 7. Examples of Omission from both translators in the translation of Dothraki. 

In this sense, the rules for translating Dothraki are not clear. However, speculating on the 

translators’ decision to use the Omission method, it could be that the dialogue is not important 

enough to be included in the TT as this is dialogue that the Drogo says to one of his henchmen, 

rather than the start of the conversation between Drogo and Jorah, which is the main focus in the 

scene. Alternatively, the translators might use Omission to further the immersion as protagonist 

character in these scenes (Daenerys) does not understand Dothraki. 
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 The data contains also a third style of Omission, which does not fit the description of the 

method but essentially uses the same style of translation. In a few instances, the translators chose 

to convey information from two separate block subtitles within a block subtitle (fig. 8). 

# HBO ENG HBO FIN DIVX FIN 

102 You will train them 
yourselves. 

Saatte luvan kouluttaa 
ja ruokkia ne itse. 

have-2PL permission train 
and feed they self 

 
You have the permission to 

train and feed them 
yourselves. 

Koulutatte ja syötätte ne 
itse. 

train-2PL and feed-2PL they self 
 

You will train and feed them 
yourselves 

103 You will feed them 
yourselves. 

 

[Included in the prior block 
subtitle] 

[Included in the prior block 
subtitle] 

Figure 8. Two block subtitles combined into one. 

In this instance, both translators choose to combine the block subtitles. This is possible because 

the original block subtitles have Eddard Stark giving two distinct orders, training and feeding, 

which can be combined into a single order in the translated block subtitle. This also allows the 

translator to omit the personal pronoun you, making the translation more economic. Overall, the 

benefit of this method is the brevity that it brings to the block subtitles, which are, as already 

mentioned, restricted to only 60–70 characters. That being said, this does affect the style of speech 

that Eddard uses in the series. Two distinct commands give a more asserting characterization of 

Eddard, whereas combining the two can make it seem more understated. This style of Omission is 

very common in AVT. 

 To summarize, Omission is a helpful method for removing information from the original 

subtitles that are not important from the point of view of the viewer. This relates to the removing 

of personal pronouns that are apparent from the Finnish verb structure, the conversations that 

happen in the background of the scene, and the fictional language of Dothraki, which cannot be 

translated without guidance from a higher authority. That being said, the Omission method can 

also be problematic as it removes information from the original text which the audience will not 

receive. Therefore, the original screenwriters’ intent is being altered affecting the immersion into 

the series. 
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5.2. Direct Translation 

As was expected, both subcategories of Direct Translation appear in the data. However, the 

linguistic differences between English and Finnish are numerous, and therefore, presumably the 

methods applicability would vary in the set of data. Furthermore, problems arise if the translatable 

material is a complex grammatical structure. For example, definite and indefinite articles are not 

used at all in Finnish and therefore any Direct Translation that uses an article in English, will also 

have to use Omission to translate into Finnish. 

Another aspect that will cause problems is the way that personal possession is expressed 

using suffixes, whereas in English they are indicated with possessive pronouns only. This will also 

cause issues because the translator is using Omission to omit the possessive pronoun but also 

adding suffixes to elements in the sentence. These aspects are important to acknowledge from the 

methodological point of view as they affect how the use of the methods is discerned from the data. 

For example, an argument could be made that omitting possessive pronouns is not Omission as 

they are translated into suffixes—not removed from the text entirely. This thesis, however, 

considers the removal of pronouns as examples of Omission. 

Shorter sentence structures were often translated using the Calque method, as is displayed 

by figure 9. 

# HBO ENG HBO FIN DIVX FIN 

33 Keep practicing, Bran. Jatka harjoittelua, 
Bran.| 

 
Keep practicing, Bran. 

Jatka harjoittelua, Bran. 
 
 

Keep practicing, Bran. 

358 He’d have to leave home. 
 

Hän joutuisi lähtemään 
kotoa. 

 
He would have to leave from 

home. 

Hänen olisi jätettävä 
kotinsa. 

 
He would have to leave his 

home. 

Figure 9. Examples of Calque. 

The 33rd block subtitle shows that both translators use the Calque method to translate a shorter 

sentence. This makes sense as using other methods would overcomplicate a simple rendering from 

the ST to the TT. This particular example also lends itself to the use of Calque as the grammatical 

elements are similar in English and Finnish. 
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 Another example using Calque is found in figure 9, with the 358th block subtitle. The 

commercial translator keeps the original form of the sentence structure and the words within it. 

The only variable is the preposition from, which appears in the backtranslation but not in the 

original English block subtitle. The translation kotoa (Engl. ‘from home’) uses the Finnish partitive 

case, resulting in a more idiomatic translation. The partitive case does not exist in English but it is 

required for the translation in this case, meaning that although a grammatical element is added, the 

translation method still is Calque. The noncommercial translation is this example also uses Calque, 

but the utilization is different. Rather than using the partitive case, the noncommercial translator 

uses the possessive suffix ‘-nsa’ in kotinsa, which translates to his home. Although the translations 

are different, both utilize the Calque method. The differences between the two translations displays 

the variability of translating from English to Finnish. 

Calque can also be utilized with an additional method. For example, in figure 10, the 

commercial translator uses Omission to remove old from tough old beast and translates it to strong 

beast.  

# HBO ENG HBO FIN DIVX FIN 

86 Tough old beast. 
 

Vahva peto. 
 

Strong beast. 

Sitkeä vanha peto. 
 

Tough old beast. 

Figure 10. Using Omission and Calque in a sentence. 

In the scene a crew of characters discovers an old deceased direwolf. Direwolves are an almost 

extinct species in Westeros and therefore finding one is very surprising. In this figure, tough can 

be considered a synonym of strong as the corresponding Finnish word vahva can be translated 

either way. The commercial translator’s choice here is interesting because omitting old from the 

translation only makes the already brief block subtitle shorter. There does not seem to any other 

reason for the Omission other than that the commercial translator deemed the information 

unessential for the viewer. Conversely, the noncommercial translator uses Calque to translate the 

sentence, translating tough to sitkeä and old to vanha. Therefore, the noncommercial translation 

gives more information to the viewer and maintains the screenwriters’ intentions with the scene.  

There also is another example of the use of different synonyms between the translators as 

the title of Warden of the North, is translated in two different ways (fig. 11). It should be noted 

that ‘Warden of the North’ is the given title and task for the ruler of Winterfell. The implication of 
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the title is that the Warden is the person who oversees the welfare and peace of the Northern region 

of Westeros. Therefore, all the other smaller settlements in the North have to pay allegiance to the 

Warden. 

# HBO ENG HBO FIN DIVX FIN 

69 lord of Winterfell and 
warden of the North. 

 

Talvivaaran | lordi ja 
pohjoisen vartija – 

 
Winterfell’s lord and North’s 

guardian. 

Talvivaaran herra ja pohjoisen 
vahti,| 

 
Winterfell’s lord and North’s 

watchman. 

Figure 11. The different translations of Lord and Warden of the North. 

There are two differences between the translations. The first is the translation of lord to lordi by 

the commercial translator and to herra (Engl. ‘master’) by the noncommercial translator. Lordi is 

an obvious Calque translation. Herra is also a Calque translation of lord as the connotation is 

similar in Finnish specifically. The difference between the two translations is minor. Notably the 

noncommercial translation has an inconsistency in how lord is translated as can be seen from figure 

12. This inconsistency could be due to the noncommercial translators working in teams. 

# HBO ENG HBO FIN DIVX FIN 

38 Lord Stark! 
 

Lordi Stark. 
 

Lord Stark. 

Lordi Stark! 
 

Lord Stark! 

Figure 12. The Calque translation of Lord by both translators.  

 Considering the audience immersion, Calque is a good tool as it maintains the original 

screenwriters’ intent. For example, tough old beast describes the way that the Northerners within 

the world of Westeros2 speak and changing or omitting it may sound incongruous with the tone of 

the television series, breaking the immersion for the viewer. Calque is not utilized in the translation 

of longer or complex sentences. This is understandable as using Calque in these cases leads to an 

unidiomatic translation.  

 Shifted Direct Translation appears in the data in a few different ways. Both translators use 

the method when the Calque translation provides an unidiomatic translation. Overall, the use of 

Shifted Direct Translation is favored by the noncommercial translator. This indicates that the 

 
2 The world in Game of Thrones does not have a name, but it is combined of the three continents, Westeros, Essos, 
and Sothoryos. For the sake of brevity, the thesis refers to the world as “the world of Westeros”. 
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commercial translator values paraphrasing more (using methods such as Generalization or 

Substitution). Methods like Generalization and Substitution are useful as they often result in more 

idiomatic translations, unlike the Shifted Direct Translation method which, by the confines of 

Direct Translation, must use the same words that appeared in the original block subtitle. Therefore, 

using other methods than Shifted Direct Translation is easier for the translator. 

 Figure 13 displays how the Shifted Direct Translation method can be used in a few different 

ways. 

# HBO ENG HBO FIN DIVX FIN 

369 Uncle Benjen. 
 

Benjen-setä! 
 

Benjen-uncle! 

Benjen-setä. 
 

Benjen-uncle. 

281 PENTOS | ACROSS THE 
NARROW SEA 

 

PENTOS | Kapean 
meren vastarannalla. 

 
PENTOS Narrow sea’s 

opposite shore 

PENTOS|KAPEANMEREN 
TOISELLA PUOLELLA 

 
PENTOS NARROWSEA’S OTHER 

SIDE 

368 Is he dead yet? 
 

Joko hän on kuollut? 
ADV-Q 3SG is dead? 

 
Yet he is dead? 

Onko hän jo kuollut? 
Is-Q 3SG ADV dead? 

 
Is he yet dead? 

Figure 13. Examples of Shifted Direct Translation. 

In all of the examples, the syntax of the sentence is changed. The 369th block subtitle displays a 

very simple case of Shifted Direct Translation in which both translators opt to shift Uncle Benjen 

to Benjen-uncle as it sounds more idiomatic to a Finnish viewer. The 281st block subtitle also 

applies Shifted Direct Translation as the preposition across is moved to the end of the sentence, 

which makes it sound more idiomatic to a Finnish viewer. The 368th block subtitle shows an 

interesting use case for Shifted Direct Translation as the syntax for an interrogative sentence is 

different in English and Finnish. The adverb yet moves to the beginning of the sentence in the 

commercial translation and is in the middle of the sentence in the noncommercial translation. 

Notably, there is a slight difference between the two translations as the commercial translation 

indicates a pending (awaited) demise, whereas the noncommercial translation seems to indicate 

towards an honest question about someone’s demise. 

 Considering immersion, Shifted Direct Translation stays true to the source material as it 

utilizes the words used in the original text, but changes their order to fit in with the TL. Therefore, 
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the original screenwriters’ text is utilized, unlike with methods like Substitution and 

Generalization. That being said, maintaining the original screenwriters’ intent is not as simple as 

utilizing the same words that the original text contains. The translator must consider if the 

connotation of the words fits in with the TT. In these cases, the use of alternative methods may 

lead to a more immersive end product. Concerning comprehension, Shifted Direct Translation 

allows the translator to reshape the sentence to fit better with the TL’s syntax. This naturally makes 

the text more comprehensible to the viewer.  

 

5.3. Retention 

Retention appears in the data mostly relating to the proper nouns that are either untranslatable or 

that are also applicable in the TL. For example, family names such as Baratheon, Arryn, and 

Lannister are not translated at all as a direct equivalent does not exist in Finnish. This method is 

also used in the translation of first names, such as Jaime, Robert, and Jon. Notably, even family 

names that could potentially be translated like Stark (Fin. ‘jyrkkä, karu’), are not translated in the 

text whereas bastard surnames such as Snow are (but only by the noncommercial translators) (fig. 

14). 
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# HBO ENG HBO FIN DIVX FIN 

193 ARYA: That’s Jaime 
Lannister, | the queen’s 

twin brother. 

Tuo on Jaime Lannister, | 
kuningattaren kaksosveli. 

 
That is Jaime Lannister, the 

queen’s twin brother. 

Hän on Jaime 
Lannister,|kuningattaren 

kaksoisveli. 
 

He is Jaime Lannister, the 
queen’s twin brother. 

64 In the name of Robert | 
of the House Baratheon, 

 

Baratheonin suvun Robert 
I:n | nimessä.. 

 
Baratheon lineage’s Robert 

the first name.. 

Baratheonin suvun Robertin 
nimeen.| 

 
Baratheon lineage’s Robert’s to 

the name. 

139 Jon Arryn is dead. 
 
 

Jon Arryn on kuollut. 
 

Jon Arryn is dead. 

Jon Arryn on kuollut. 
 

Jon Arryn is dead. 

99 One for each of the Stark 
children. 

 

yksi jokaiselle Starkin 
lapsista. 

 
One for each of Stark’s 

children. 

Yksi jokaiselle Starkin lapselle. 
 
 

One for each child of Stark. 

109 The runt of the litter--
|that one’s yours, Snow. 

Pentueen pienin. | Sinä 
saat sen, Snow.  

 
The litter’s smallest. You get 

that one, Snow. 

Pesueen pienin.|Se on 
sinun, Nietos. 

 
The litter’s smallest. It is your’s, 

Snowdrift. 

Figure 14. The translation of first names, surnames, and the names of houses. 

Notably, there are other fantasy properties which favor the translation of proper nouns over using 

Retention. A notable example would be the Harry Potter series (1997–2007), in which some of 

the proper nouns are translated to a more comprehensible equivalent. This is understandable as the 

book series is primarily intended for children. The utilization of Retention in the translation of 

Game of Thrones is an applicable method as the series is intended for adults. The use of Retention 

has its downsides however. A part of the original intention of the author is lost as the connotation 

behind the proper noun is not translated for the audience. For example, one should consider if the 

surname Stark describes the characters bearing the name in any way. Translating Stark to ‘Jyrkkä’ 

could imply that the characters belonging to this family are stout and firm very much like the 

translation of proper nouns in Harry Potter implies a certain type of character (e.g. Severus Snape 

sounds vaguely like a snake, giving the character a sinister implication). That being said, 

translating the proper nouns in Game of Thrones could also mislead the audience as the surnames 

do not describe the characters unlike in Harry Potter. 
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 Surnames like Arryn and Lannister are a different case altogether because the proper nouns 

are untranslatable. In these cases, utilizing the Retention method is a requirement unless the 

translator comes up with a completely new translation for the names. The viewer’s comprehension 

of these proper nouns becomes problematic when the surnames are difficult to read or remember 

for the average viewer. For example, the surname Targaryen might be difficult to pronounce for 

the Finnish audience as the way it is pronounced in English differs from the way that a Finnish 

viewer would pronounce it. That being said, changing the surname to a Finnish equivalent would 

lessen the fantasy worldbuilding that these surnames support. Presumably the viewer will 

understand that these proper nouns are supposed to sound exotic or fantastical and that it is a 

prerequisite of the genre in question.  

The Retention of family names within the translation resembles the Official Equivalent 

method as these family names have been maintained as they are also in the book series (the original 

George R.R. Martin books and the translations by Hlinovsky). The translation of family names is 

identical between the commercial and the noncommercial translations with the singular exception 

of Snow. The noncommercial translator utilizes Retention in the translation of Snow, whereas the 

noncommercial translators utilize the Official Equivalent method, translating Snow to Nietos. The 

noncommercial translator’s decision to utilize the Official Equivalent method is further discussed 

in the next section, which is about the use of the method. However, it is worth noting that the 

Retention of Snow differs from the translation of the book series by Hlinovsky. This indicates that 

the commercial translator does not refer to the book series when translating the series. It is also 

very notable that Snow is not translated using Calque into ‘lumi’, which would be Direct 

Translation of the name. Just like the translation of Stark, it shows that the translators want to avoid 

the translation of surnames that also have a meaning in the TL as it could misrepresent the 

characters. 

 Retention also appears in the data in the translation of the location Pentos (fig. 15). The 

figure demonstrates the translation for the proper noun Winterfell, which unlike Pentos, is 

translated into Talvivaara. Therefore, the translators utilize different methods based on the location 

name that is being translated. 
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# HBO ENG HBO FIN DIVX FIN 

281 PENTOS | ACROSS THE 
NARROW SEA 

 

PENTOS | Kapean meren 
vastarannalla. 

 
PENTOS On the opposite 
shore of the Narrow Sea 

PENTOS|KAPEANMEREN 
TOISELLA PUOLELLA 

 
PENTOS ON THE 

NARROWSEA’S OTHER SIDE 

26 WINTERFELL TALVIVAARA 
 

WINTERFELL 

TALVIVAARA 
 

WINTERFELL 

Figure 15. Retention used in the translation of Pentos, and a comparison to Winterfell. 

There are a few reasons why Pentos is translated using Retention. First and foremost, the proper 

nouns of the location (without the description ACROSS THE NARROW SEA) does not have a direct 

equivalent in Finnish. Unlike Pentos, Winterfell can be translated using Calque. Therefore, the 

translator would have to come up with a new proper noun that sounds like Pentos but is also more 

familiar to the Finnish ear. The second reason that translators use Retention for Pentos is because 

it fits in with the TL. Pentos is a proper noun that can be pronounced in Finnish and is 

comprehensible for the Finnish viewer. It does not have letters that do not appear in Finnish and 

overall, while it might sound a bit exotic, that might the intention, keeping in mind that this location 

is very different to the mainland of Westeros which serves as the setting for Game of Thrones. 

Therefore, translating it to a Finnish equivalent might undercut the proper noun’s intention of 

creating a location that sounds exotic. The translators might also be aware of Hlinovsky’s 

translations of the book series, which use Retention for the translation of Pentos. This, however, 

would not coincide with the commercial translator’s translation of the surname Snow, which is 

translated using Retention, unlike the Hlivosky translation. Therefore, the first two options are 

more likely. 

 Retention is also utilized in the translation of Khal, the title of the leader of the Dothraki 

(fig. 16). 

# HBO ENG HBO FIN DIVX FIN 

505 When do I meet with the 
Khal? 

 

Milloin tapaan khalin?|  
 

When do I meet the khal? 

Koska tapaan khalin?| 
 

When do I meet the khal? 

Figure 16. Retention method used on the occupation of Khal.  
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This particular example is somewhat similar to the translation of Pentos in the sense that a foreign 

title will sound naturally exotic to the viewer. Therefore, using Retention in this case adds to the 

immersion of the series, as the leader has a culture-specific title unfamiliar to a Finnish audience.  

Relating to using exotic sounding language, Retention is not utilized in the translation of 

the fictional language Dothraki. As section 5.1. explains, the common methods in this aspect are 

Official Equivalent and Omission. Therefore, the translators deem that using Omission instead of 

Retention is more suitable for the viewer. This displays that the translators chose not to transcribe 

Dothraki (if the speech was not present in the transcript that they were translating). Using Retention 

could give the viewer information that the characters are speaking a language that perhaps even 

the main cast (Daenerys in this case) does not understand, furthering the immersion into the 

episode. That being said, a similar sense could be achieved by using the Omission method. 

 Retention does not appear in the data in other cases than the translation of proper nouns. 

There are no major differences between the commercial and noncommercial translators in the use 

of this method, with the singular exception of the translation of the surname Snow. The examples 

in this section display that the translators make educated choices on when to use Retention and 

when to use other methods. Considering the audience comprehensibility, Retention proves to be a 

useful tool when the proper noun can be understood by the target culture. However, it might prove 

problematic when the proper noun does not contain letters or phonemes that are common in the 

target culture. That being said, changing the proper nouns can prove problematic as it can lessen 

the immersion aspect of the fantasy genre. For example, the location name Pentos and the surname 

Targaryen are intended to be exotic sounding, at least comparing to the mainland Westeros or 

surnames like Stark. From the product-oriented perspective, it is not clear when the choice to 

translate is made by the translator themselves and when it comes from a higher authority. This 

aspect is further discussed in the next section concerning Official Equivalent. 

 

5.4. Official Equivalent 

Official Equivalent is one of the more interesting methods as it is not dependent on the translators’ 

work but on the guidelines that they are given. As is explained in a prior sections, Game of Thrones 

is based upon the book series A Song of Ice and Fire authored by George R.R. Martin. The series 
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was commissioned by HBO and thusly the authority dictating how proper nouns are translated 

comes from their official guidance. That being said, the A Song of Ice and Fire book series had 

already been translated into Finnish by Hlinovsky before the series went into production, which 

could mean that HBO’s Official Equivalent might be informed by the translation choices that 

Hlinovsky had made. Furthermore, Hlinovsky’s original translation might also guide the 

translators themselves, especially on the noncommercial side as they do not have a higher authority 

dictating how terminology within the series should be translated. It could also be that the 

commercial translator has not received any guidelines on the terminology and is translating based 

on Hlinovsky’s prior translations. 

There are a few different examples of the translators using the same proper noun in 

translation, including names of locations, factions, and occupations (fig. 17). 

# HBO ENG HBO FIN DIVX FIN 

26 WINTERFELL TALVIVAARA 
 

WINTERFELL 

TALVIVAARA 
 

WINTERFELL 

51 White Walkers. Valkeat kulkijat.|  
 

White drifters. 

Valkeat kulkijat.| 
 

White drifters. 

505 When do I meet with the 
Khal? 

Milloin tapaan khalin?|  
 

When do I meet the khal? 

Koska tapaan khalin?| 
 

When do I meet the khal? 

Figure 17. Proper nouns that are exactly the same in both translations. 

From the first two examples, the 26th and 51st block subtitles, it can be discerned that both 

translators use the translations that are also present in Hlinovsky’s work. The translation of 

Winterfell can also be a Calque translation as winter and fell can be translated to talvi and vaara 

respectively. White Walkers, however, is not a Calque translation as valkeat kulkijat would be 

closer to white drifters. The translation of White Walkers into valkeat kulkijat is from the Hlinovsky 

translation, confirming that the noncommercial translators have used Hlinovsky’s translations as 

guidance and that the commercial translator has either received guidelines from HBO or used 

Hlinovsky’s translation.  

The 505th block subtitle in figure 18 was already discussed relating to the Retention method 

in the previous section. That being said, it is worth noting that it could have been translated using, 

for example, Generalization to ‘leader’. The fact that it is translated using Retention implies that a 
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higher authority has given the translators a note to use said method, making it a case of Official 

Equivalent. This example shows that a product-oriented approach will not always be able to reveal 

the process of translation that the TT has gone through. It is, however, worth noting in the context 

of the Official Equivalent method. 

In another example of the Official Equivalent method, Tyrion Lannister’s mocking 

nickname imp is translated by both translators to Peikko (fig. 18) 

# HBO ENG HBO FIN DIVX FIN 

237 Mmm, I hear they call 
him the imp. 

 

Veljeä sanotaan kuulemma 
| ”Peikoksi”. 

 
The brother is called, I hear, 

Troll. 

Häntä kutsutaan Peikoksi.| 
 
 

He is called Troll 

 Figure 18. The different translations of imp. 

The translation of imp is an Official Equivalent as a Calque translation would yield a different 

result, e.g. piru (Engl. ‘devil’), tonttu (Engl. ‘brownie, pixie’), or maahinen (Engl. ‘gnome’). As 

Peikko is closer to troll in Finnish and Peikko is the way that imp is translated in Hlinovsky’s 

translations, this example is without a doubt a case of Official Equivalent. 

Relating to the translation of surnames, the data contained an interesting example of two 

different styles of translating Jon Snow’s surname (fig. 19). 

# HBO ENG HBO FIN DIVX FIN 

109 The runt of the litter--
|that one’s yours, Snow. 

Pentueen pienin. | Sinä saat 
sen, Snow. 

 
The smallest of the litter. 

You get it Snow 

Pesueen pienin.|Se on sinun, 
Nietos. 

 
The smallest of the litter. 

It’s your’s Snowdrift. 

Figure 19. Two different styles of translating Snow. 

It should be noted that the surname Snow is meaningful because it is given to bastard-children 

based upon the region that they are born in. Snow is used for babies born in the Northern parts of 

Westeros and Sand is used for babies born in the Southern parts of Westeros. The commercial 

translator has used Retention to maintain the surname as Snow, even though the Finnish viewer 

might not understand the meaning of the surname. In comparison, the noncommercial translator 

has used the surname Nietos, which is derived from the Finnish translations of the books (Martin, 

2017, p. 19).  
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 This example is particularly interesting because it shows that the commercial translator did 

not have the guidelines to translate Snow as Nietos, which would become the case later on in the 

series (cf. Season 3, episode 7). The noncommercial translation, Nietos is not a Direct Translation 

as Snow would be translated to the more general ‘lumi’, whereas Nietos is a more specific term 

snowdrift. Therefore, the noncommercial translation is unquestionably derived from the Official 

Equivalent present in the Hlinovsky’s translation.  

  Product-oriented research is not always applicable to distinguishing if the Official 

Equivalent method is used. For example, the translation of Winterfell can be interpreted as a Calque 

translation or an Official Equivalent. Similar observations can be made about the translations of 

proper nouns that use the Retention method. It is also difficult to differentiate if the guidelines are 

from HBO or from Hlinovsky’s translation. However, few clear cases can be derived from the 

data. For example, the translation of imp to peikko and Snow to Nietos are clear cases of Official 

Equivalent being utilized. There is only one difference between the translators in the data, which 

shows that although the commercial translator might receive translation guidelines from HBO, the 

noncommercial translators take their guidelines from the Hlinovsky translation of the book series.  

 Official Equivalent can help the comprehension of the show as a surname like Snow is 

translated to the more TL specific Nietos rather than retained as the SL Snow. However, in some 

cases the use of the Retention method provides more immersion into the series, like with the 

example of surnames like Targaryen or Stark. In some cases, however, the use of Official 

Equivalent can lead to unfortunate translation choices. The translation of Winterfell to Talvivaara 

for example will remind Finnish viewers of the Talvivaara mine, which made headlines in the early 

2010s due to an ecological disaster (Yle News, 2017). This affects the immersion without a doubt 

because the viewer will constantly be dragged out of the narrative due to the real-life implications 

of the proper noun Talvivaara. In these cases, the use of other methods could be justified, but due 

to the guidelines coming from a higher authority, the translators have to use Talvivaara as the 

translation. It should, however, be mentioned that translating Winterfell to Talvivaara is the more 

comprehensible and audience-friendly choice compared to, for example, using Retention. 
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5.5. Specification 

Specification is a method which is used in the data scarcely. Specification’s use case in the genre 

of fantasy is interesting as it can help the viewer with the comprehension of the narrative. 

Specification can, for example, specify what characters are discussing if the original text does not 

do so. Figure 20 displays an example in which Eddard Stark and Robert Baratheon are discussing 

their now deceased mentor, Jon Arryn. 

# HBO ENG HBO FIN DIVX FIN 

212 -He showed me what 
was what. | -Aye. 

 

Jon puhui minulle järkeä. 
 
Jon talked some sense into 

me 

Hän opetti, mikä oli mikä. 
 

He taught, what was what. 
 

Figure 20. Example of Specification used by the commercial translator. 

The commercial translator uses Completion, a subcategory of the method Specification to indicate 

that the characters are discussing Jon Arryn, deviating from the original block subtitle he showed 

me what was what. The noncommercial translator keeps the original form using the third-person 

singular pronoun he rather than the proper noun Jon. The commercial translator’s use of the 

Specification method clarifies to the audience that Eddard and Robert are discussing Jon. 

The commercial translator uses this style of Specification a second time within the data 

(fig. 21). 
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# HBO ENG HBO FIN DIVX FIN 

285 Look, a gift from Illyrio. 
 

Katso, lahja Illyriolta. 
 

Look, gift (from) Illyrio. 

Lahja Illyriolta. 
 

Gift (from) Illyrio. 

286 Touch it. 
 

Kokeile,  
 

Try, 

Koske sitä.  
 

Touch it. 

287 Go on, feel the fabric. 
 

miltä kangas tuntuu. 
 

what the fabric feels like. 

Tunnustele kangasta. 
 

Feel the fabric. 

288 Mmm. 
 

[NOT INCLUDED] [NOT INCLUDED] 

289 Isn’t he a gracious host? 
 

Eikö Illyrio olekin| 
huomaavainen isäntä? 

 
Isn’t Illyrio a considerate 

host? 

Eikö hän olekin ystävällinen 
isäntä? 

 
Isn’t he a friendly host? 

Figure 21. Second example of Specification used by the commercial translator. 

In the 289th block subtitle, we can see that the commercial translator replaces the third-person 

singular pronoun with the proper noun Illyrio, whereas the noncommercial translator translates the 

block subtitle directly. The point of using Completion is to allude to a character that has already 

been mentioned, but which might not be apparent to the viewer. However, in this example, Illyrio 

is mentioned only four block subtitles prior. This instance raises a question if the translator can 

over specify to the audience. That being said, in a television series like Game of Thrones, which 

has a large cast of characters with fictional names, the utilization of the Specification method is 

justified.  

 Specification is also utilized to clarify an occupation in the world of Game of Thrones. In 

figure 22, Cersei Lannister argues that her brother should be the Hand of The King, an appointed 

position which is held by only one person at a time. It should be noted that the title Hand of The 

King is translated in two different ways in this example. The commercial translator opts to use the 

term The King’s Trustee, whereas the noncommercial translator uses the more literal term King’s 

Fist. 
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# HBO ENG HBO FIN DIVX FIN 

127 You should be the Hand 
of the King. 

 

-Sinusta | pitäisi tulla 
kuninkaan uskottu. 

 
You should become the 

king’s trustee. 

Sinun pitäisi olla kuninkaan 
Koura.| 

 
You should be the king’s Fist. 

128 That’s an honor I can do 
without. 

En välittäisi siitä 
kunniasta. 

 
I wouldn’t care about 

that honor. 

- Pärjään ilman sitä kunniaa. 
 
 

I can do without that honor. 

129 Their days are too long, 
 

Uskotun päivät ovat 
liian pitkiä| 

 
The Trustee’s days are too 

long. 

Heidän päivänsä ovat liian 
pitkiä| 

 
Their days are too long. 

Figure 22. Completion used as a method to remind the viewer of the Hand of The King occupation. 

In the 129th block subtitle, the commercial translator translates the possessive determiner 

their to possessive noun the Trustee’s, essentially clarifying to the audience that the two are 

discussing an appointed position, rather than a person who has had the occupation prior to the 

beginning of the series. This can be very helpful for the audience because this is the first time that 

the occupation of the Hand of The King is mentioned in the series. The position is very notable 

within the fictional culture of Westeros and in the narrative of the series, and thusly making note 

of it within the first episode can help the viewer understand the setting of Game of Thrones better. 

The noncommercial translator utilizes Calque, which presents the original text truthfully but is not 

as comprehensible to an unexperienced viewer. 

 Specification can also be utilized to clarify an element mentioned in an earlier part of a 

discussion between two characters. In figure 23, Tyrion Lannister and Jon Snow are discussing the 

prospect of children born out of wedlock in the world of Westeros.  
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# HBO ENG HBO FIN DIVX FIN 

401 Let me give you some 
advice, bastard. 

 

Annan sinulle neuvon, 
äpärä. 

 
I will give you advice, 

bastard. 

Annan sinulle muutaman 
neuvon, äpärä. 

 
I will give you some advice, 

bastard. 

402 Never forget what you 
are. 

 

Älä unohda, mikä olet.|  
 

Don’t forget, what you are. 

Älä koskaan unohda, kuka 
olet.| 
 

Neever forget, who you are. 

403 The rest of the world will 
not. 

 

Muutkaan eivät sitä unohda. 
 

Others will not forget it. 

Muu maailmakaan ei unohda. 
 

The rest of the world will not 
forget. 

404 Wear it like armor 
 

Suhtaudu äpäryyteen | 
kuin haarniskaan – 

 
Relate to being a bastard 

like an armor. 

Käytä sitä suojanasi,  
 
 

Use it as your protection. 

405 and it can never be used 
to hurt you 

Niin sinua ei voida 
satuttaa | sen varjolla. 

 
Then you cannot be 

harmed because of it. 

niin sillä|ei voida 
vahingoittaa sinua. 

 
then it cannot be used to 

harm you. 

Figure 23. The commercial translator using Specification to remind the viewer about the topic of 

discussion 

Tyrion gives Jon advice to Wear it like armor referring to the status of being a bastard. In the 404th 

block subtitle, the commercial translator translates the original block subtitle as relate to being a 

bastard like an armor, essentially using the original metaphor, but also reminding the audience 

that the topic of the conversation is about the place of bastards in the culture of Westeros. The 

noncommercial translator paraphrases the text by translating the text to use it as your protection. 

The commercial translator’s use of Specification helps the audience to comprehend that the 

characters are discussing the abstract idea of Jon accepting his bastard status so that it cannot be 

used against him.  

The data also contains an interesting example of Specification in which the noncommercial 

translator clarifies that a sword goes into a scabbard (fig. 24). 
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# HBO ENG HBO FIN DIVX FIN 

94 Put away your blade. 
 

-Pane miekkasi pois. 
 

-Put your blade away. 

- Pane miekkasi tuppeen. 
 

- Place your blade into the 
scabbard. 

Figure 24. Addition of Put away your blade.  

In this example, the commercial translator uses Shifted Direct Translation on Put away your blade 

to translate it to Pane miekkasi pois. This represents the original dialogue fittingly. However, the 

noncommercial translator opts to use Addition to indicate that the sword should be sheathed, 

meaning, placed into the scabbard by translating the original text to Pane miekkasi tuppeen. This 

translation brings further authenticity to the scene, relying on tropes of the fantasy genre, meaning 

that when swords are put away, they are actually sheathed. That being said, the original English 

block subtitle’s Put away your blade could be descriptive of the way that people discuss in the 

northern parts of Westeros. In this sense, place your blade into the scabbard could be 

misrepresenting the rugged style of speech in the north, which differs from the sophisticated style 

of speech in the south (or around King’s Landing). Although these elements are small in the grand 

scheme of translating the entire series, they do present interesting differences in the way that 

translators conduct their work in the fantasy genre. 

 Specification is a method that can be helpful in a series like Game of Thrones—which has 

a vast cast of characters, historical events, different appointed positions, and many different 

locations—all of which are completely fictional and differ greatly from real-life. In this sense, the 

use of Specification is often very useful as it clarifies to the audience which character, event, title, 

or location is being discussed. The commercial translator uses Specification more compared to the 

noncommercial translator, which indicates that the commercial translator prioritizes audience 

comprehension over maintaining the original text. The noncommercial translators prefer Direct 

Translation maintaining the original text. The notable difference between the two is that the 

commercial translator utilizes Completion adding proper nouns, occupations, and concepts that 

have already been mentioned in the original text, whereas the noncommercial translator utilizes 

Addition, specifying something that has not been mentioned prior. 

 Specification is a method that both adds to the immersion within the series as well as 

clarifies to the audience the topic of discussion. Specification is very applicable when translating 
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into Finnish as the translator has the freedom to add the specified information into the block subtitle 

wherever they prefer, which is not the case with methods like Calque. The method alters the 

original intent of the screenwriters, but it also makes the material more comprehensible for the 

viewer. In the case of Completion, the alterations are minimal because the information that is being 

specified is already in the material. The one case of addition found in the data furthers the 

immersion into the series. The main downside of the Specification method is that it makes the 

block subtitle longer and thusly is less applicable when the translator is trying to save space. 

However, in this case, the use of Specification is very unintrusive and justifiable. Specification can 

also be overutilized if the translator replaces multiple pronouns with proper nouns. The overuse of 

Specification, however, does not appear in this set of data. 

 

5.6. Generalization 

Generalization is a translation method which is not often present in the data. A general explanation 

for its absence can be attributed to the text not containing many elements that can be justifiably 

generalized. In a sense, rendering specific terminology from the text into a generalized form can 

lead to the viewer missing important information. In a fantasy series, this can negatively affect the 

worldbuilding. That being said, Generalization can also help with the comprehension of the 

narrative as it changes specific elements in the text to more general ones. 

 A specific example of Generalization can be observed from figure 25, in which Eddard 

Stark explains to his son Bran why he executed a deserter, to which Bran responds with uttering 

the proverb our way is the old way. 

# HBO ENG HBO FIN DIVX FIN 

74 “Our way is the old 
way”? 

Noudatamme perinteitä. 
 
 

We follow traditions. 

"Meidän tapamme ovat vanhat 
tavat." 

 
”Our ways are the old ways” 

Figure 25. Generalization of a proverb. 

These sorts of proverbs are common throughout the television series, and they are often used as 

justifications by the characters for their actions. They are a part of the worldbuilding and the 

fantastical world of Westeros. Therefore, the translation of these proverbs impacts the way the 
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viewer perceives the world of Game of Thrones and the fictional culture within it. Figure 26 

displays that the commercial translator utilizes the Generalization method on the proverb 

translating it to a vaguer utterance noudatamme perinteitä (Engl. ‘We follow traditions’). The 

noncommercial translator uses Direct Translation with the exception of pluralizing the word way. 

 The basis for using Generalization in this example is that the commercial translator deems 

the information of the original block subtitle to be unimportant, or difficult to understand for the 

viewer. Therefore, the commercial translator translates the proverb to a more general statement we 

follow traditions. This choice makes the text more comprehensible to viewers that are not aware 

of the fictional proverbs of Westeros, but then again, generalizing the text this way alters the 

immersion of the viewer. For example, the proverb could be used in a later episode and the 

reference to this first-time use would be lost as the proverb might have another implication later 

(cf. proverb “A Lannister always pays his debts” in the television series). This alters the 

worldbuilding present in the series and lessens the screenwriters’ vision of the narrative. The 

noncommercial translation maintains the original form of the proverb and thusly the immersion 

into the narrative is not altered, even though the audience might not understand the meaning of the 

proverb. Naturally, as this is the first episode of the series, it is fair to assume that the first-time 

viewer will not understand the implications of the proverb from the beginning. 

The Generalization method also appears in the translation of an element that is very specific 

for Game of Thrones, the Iron Throne. The Iron Throne represents the ultimate power in the world 

of Westeros, as it is the throne intended for the King of the Seven Kingdoms. Therefore, it is not 

comparable to other thrones within the world of Game of Thrones. Notably, becoming the King of 

the Seven Kingdoms (and having control over the Iron Throne) is the main motivation for many 

characters in Game of Thrones.  

 In figure 26, Eddard Stark and Robert Baratheon are discussing Eddard becoming the 

Hand of The King. Robert pleads: You helped me win the Iron Throne, now help me keep the damn 

thing. This is the first time that the Iron Throne is mentioned in the series, and the last time that it 

is mentioned within the first episode. 
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# HBO ENG HBO FIN DIVX FIN 

222 You helped me win the 
Iron Throne. 

 

Autoit minua 
nousemaan valtaan.  

 
You helped me to rise to 

power. 

Autoit minut 
valtaistuimelle, joten| 

 
You helped me to the throne, 

so 

223 now help me keep the 
damn thing. 

 

Auta| minua nyt pysymään 
valtaistuimella. 

 
Help me now to stay on the 

throne. 

auta minua myös säilyttämään 
se. 

 
Help me also to keep it. 

Figure 26. Generalization method used in the translation of the Iron Throne 

The commercial translator utilizes Generalization to translate win the Iron Throne to the more 

oblique rise to power. The noncommercial translator also generalizes win the Iron Throne to 

helped me to the throne essentially implying the same thing but leaving out the specific throne that 

Robert has won control over. Both of these choices have similar problems. First and foremost, 

considering the immersion aspect of the television series, both translations fail to take into account 

the importance of the Iron Throne for the viewer. The Iron Throne is the central monument of 

power within the narrative, which most of the main cast is trying to achieve for themselves. In this 

regard, the viewer might not understand the massive implication that this particular throne has for 

the narrative.  

 The commercial translation conveys that the Iron Throne represents unmatched power in 

Westeros. However, the translation fails to specify that there is a literal throne which the characters 

are trying to obtain control over. The noncommercial translation does convey that the characters 

are discussing a throne, which is accurate, but then again it fails to convey the central importance 

of the Iron Throne in comparison to other thrones within Game of Thrones, of which there are 

many. Both of these translations convey the central idea of the conversation to the viewer without 

explaining (through Specification for example) what the significance of the Iron Throne is. Both 

translations are better for audience comprehension but also affect the immersion into the television 

series. 

 Regarding the method of Generalization when translating from English to Finnish, the 

method gives the translator an option to express something that is difficult to translate in their own 

words. In this sense, it is very difficult to evaluate how it affects the translation process from 
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English to Finnish because the method itself is reliant on what and how the translator themselves 

decides to utilize Generalization. That being said, the option of changing terms that are difficult to 

translate into a more general element will always be useful to a translator because it simply gives 

more options for the translation process, although, as this section displays, Generalization might 

lead to the translator removing information that is used in the worldbuilding. Large differences 

between the commercial and noncommercial translators are not present in the data regarding the 

use of Generalization. 

This examination brings forth the question of translation authenticity and if a translation 

can ever truly portray the original text. Generalization does not remove the core information that 

is being conveyed but it removes the specific details relating to the target of Generalization. The 

examination within this section also displays the choices that translators must make to render the 

translation more tangible to the casual viewer; Generalization makes the series more 

comprehensible. Direct Translation, however, stays closer to the original vision planned by the 

screenwriters and builds the world of Westeros by having these specific proverbs and elements 

like the Iron Throne. 

 

5.7. Substitution 

Substitution (Cultural and Situational) is not a method that appears in the data often as replacing 

different NFCs in the subtitles is incredibly immersion-breaking from the viewer’s perspective. It 

is difficult to apply cultural products into the series without also affecting the immersion aspect of 

the series. For example, it would be incredibly jarring for the characters to reference elements from 

real-life or other fictional narratives. Substituting some elements in a fantasy narrative might, 

however, make the TT more comprehensible for the audience. Instances of Situational Substitution 

do not appear in the data as utilizing the method would be incredibly immersion-breaking. 

 A few cases of Cultural Substitution are found in the data. The first one, which is totally 

reasonable from the translator’s viewpoint comes in the form of converting units from feet to 

meters (fig. 27).  
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# HBO ENG HBO FIN DIVX FIN 

115 100-foot drop into the 
water, | and you were 

never afraid. 
 

30 metrin pudotus 
veteen. 

Sinua ei edes 
pelottanut.|  

 
a 30 meter drop into the 

water. You were not even 
scared. 

30 metrin korkeudesta 
veteen,|et koskaan 

pelännyt. 
 
 

From 30 meters’ height into 
water, you never were afraid. 

Figure 27. Cultural Substitution method on translating units of measurement. 

 In this scene, Jaime Lannister and Cersei Lannister are reminiscing about their childhood. 

Cersei mentions that Jaime was not afraid of a 100-foot drop into the water. Both translators 

convert the feet to meters to ensure that the audience understands the severity of this event. It is 

also an understandable choice as the target culture uses the metric system rather than the imperial 

system of units. In this sense, using the original units of measurement would be incredibly 

confusing to a Finnish viewer.  

 That being said, converting units of measurement in a fantasy series is not without its 

complications. This translation could give the impression that the medieval continent of Westeros 

uses the metric system, which is associated with modern societies. In this sense the translation is 

rather jarring and immersion-breaking considering the tropes of the fantasy genre. Similar 

discussions could be had about the conversion of currency, but this set of data unfortunately does 

not have any mentions of the currencies within the world of Westeros.  

 Cultural Substitution is also in found in another part of the data as is displayed in figure 

28. 

# HBO ENG HBO FIN DIVX FIN 

143 gods be good. Jumalat heitä varjelkoot. 
 

Gods them protect. 

Luoja heitä siunatkoon. 
 

God them bless. 

Figure 28. The two different translations of gods be good. 

The commercial translator translates be good to heitä varjelkoot (Engl. them protect). It should be 

noted that the verb varjelkoot is often associated with religious texts, albeit not exclusively. In this 

example, the commercial translator uses language that is associated with real-life religious texts to 
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convey that the protection in this scene refers to divine protection. Therefore, the translation 

utilizes Cultural Substitution to further the audience’s comprehension. Furthermore, the Direct 

Translation of be good could sound odd in the TL. However, utilizing Direct Translation in this 

case might further the immersion into the series. For example, a Calque translation would indicate 

that the fictional world of Westeros has its own religious style of language, which is different from 

the real-world. 

The noncommercial translator utilizes Cultural Substitution by changing the pluralized 

gods to a singular god. This implies that the culture of Westeros is the same as the monotheistic 

target culture3. Luoja is a synonymous Calque translation of god, even though it could also be 

directly translated into ‘the creator’. Luoja is also a word that is commonly associated with 

Christian religious texts specifically. Considering the audience’s immersion, this change is far 

more jarring than the conversion of units. It presents a false impression about the culture of 

Westeros, where there are only a few monotheistic religions and Christianity does not exist at all. 

This is further enforced by the fact that both characters believe in polytheistic religions (Old Gods 

and The Faith of the Seven, respectively). The noncommercial translator uses the verb siunatkoon, 

which translates to them bless. Just like varjelkoot, siunatkoon is also a verb that is commonly used 

in real-life religious texts. Invariably these translation choices make the text more comprehensible 

to the viewer who understands the scene better because it utilizes religious language that is present 

in the targent culture, but then again it presents a false view of the fictional world of Westeros.  

Situational Substitution is a strategy which is heavily reliant on using the target culture’s 

idioms and terms to convey an element in the TT. Therefore, using it in the process of translating 

fantasy fiction could be incredibly jarring and immersion-breaking for the viewer. Therefore, it is 

not surprising that it is completely absent from the data. This absence implies that the translators 

are also aware of how jarring the use of the method would be. 

The utilization of Substitution in the fantasy genre creates many problems as the translator 

deliberately uses elements that are outside the fictional world of the narrative. This affects the 

viewer’s immersion into the series as the fictional world’s terms are deemed too complicated to 

comprehend. This set of data displays that there are, however, differences in how much the 

 
3 It should be noted that there are also religions in Finland that are not monotheistic, but they are a clear minority. 
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Substitution method affects the viewer’s immersion. For example, the conversion of units (feet to 

meters) is quite understandable because without it the audience will completely fail to understand 

the gravity of a 100-foot drop into the water. Therefore, it is not surprising that both translators 

favor audience comprehension over audience immersion in this example. The translation of Gods 

be good, however, presents many different issues as the original text’s worldbuilding is substituted 

for the target culture’s norms, which presents a false view of the fictional world of Westeros. In 

this example, the utilization of Substitution is not as justified as in the example of converting units 

of measurement. The data does not contain notable differences between the commercial and 

noncommercial translators as the method is not utilized often in the data. 
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6. Summary of Findings 

The findings of this thesis reveal interesting aspects of commercial and noncommercial translation. 

There are numerous differences between how the commercial and noncommercial translators use 

the methods of translation. Differences between the translators can be found in the frequency of 

utilization of each method and in the sorts of instances in which they are utilized. There is also a 

clear divide in the translators’ preferred style of translation as the commercial translator tends to 

prefer paraphrasing whereas the noncommercial translators tend to prefer metaphrasing. 

 Omission is favored by both translators. This makes sense as the method allows the 

translator to remove information from the block subtitle that is not relevant for the viewer. This 

can be a fruitful use of the method as it also makes the block subtitles briefer, thus giving the 

audiovisual translator more room in a format that is based on a limited set of characters. It is also 

extremely useful when translating from English to Finnish as personal pronouns can be removed 

from the TT as they are apparent in the sentence structure. Hence it is not surprising that Omission 

is utilized by both translators to remove personal pronouns. Omission is also utilized in the removal 

of the fictional language of Dothraki. Both translators remove Dothraki in the process of 

translation, but there also is an instance in which only the noncommercial translator omits 

Dothraki. This indicates that the noncommercial translator utilizes Omission if there is not a clear 

way to translate a block subtitle. The utilization of Omission can be problematic if it removes 

information that supports the worldbuilding of the series. 

Both forms of Direct Translation are present in the data. Calque appears, predictably, with 

shorter block subtitles and especially with block subtitles containing only a few words. Both 

translators use the method frequently, but the commercial translator tends to use the Shifted Direct 

Translation method more regularly than the noncommercial translator, who opts to use Calque 

more. Overall, the noncommercial translators favor the use of Direct Translation, whereas the 

commercial translator often chooses to use Specification or paraphrasing in general to translate the 

substance of the block subtitle. Direct Translation is a useful method as, unlike paraphrasing, it 

maintains the original screenwriters’ intensions and the dramatized language of the screenplay. 

Therefore, Direct Translation should be utilized to maintain the immersion of the television series. 

That being said, other methods can help the audience with the comprehension of the text as some 

sentence structures are clumsy when translated with Direct Translation.  
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 The dichotomy of using Retention or Official Equivalent is discussed throughout the thesis. 

The observations of this thesis are based on the end product created by the translators, rather than 

the process of translation. This proves problematic when evaluating the uses of Retention and 

Official Equivalent as it is not clear if the translators have received notes on how specific terms 

should be translated or if they made the choice themselves. That being said, some of the differences 

between the translators are interesting. For example, the commercial translation of the surname 

Snow is retained in the data for the first episode but is later changed in the series to Nietos, which 

is the noncommercial translator’s version of the translation, derived from the Finnish translation 

of the book series. The implication of this observation is that the commercial translator does not 

receive guidelines on how Snow should be translated. That being said, Winterfell is translated by 

both translators to Talvivaara which implies that there is a higher authority dictating how that 

particular proper noun should be translated. Alternatively, either of the translators can also come 

up with this choice by using Calque Direct Translation. Apart from these observations, the 

translations cohere to similar styles in the translation, translating proper nouns using the Retention 

method. The thesis also notes that Retention can be utilized when a proper noun is supposed to 

sound exotic to the target culture (e.g. Pentos and Targaryen). 

 Another interesting difference between the translators is the translation of the fictional 

language Dothraki. The data shows that the commercial translator chooses to translate these block 

subtitles more often than the noncommercial translator. In these instances, the commercial 

translator uses the Official Equivalent method as the fictional language cannot be translated 

without the guidance of a higher authority. Therefore, it is not surprising that the noncommercial 

translators are not able to translate the block subtitles that contain Dothraki and choose to use the 

Omission method instead. Notably, Dothraki is not translated using Retention, which implies that 

transcribing the fictional language was impossible for the translators. That being said, there is a 

single instance within the data in which the occupation of the khal is translated using the Retention 

method by both translators, indicating that in some cases the occupations of the Dothraki can be 

translated to the apply more exotic language to the TT. 

 Specification is used for the purposes of clarifying the topic of discussion to the audience. 

For example, the commercial translator chooses to utilize Specification when the original block 

subtitle has a third-person singular pronoun he, replacing it with a proper noun. Overall, 
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Specification is utilized more by the commercial translator. This displays that the noncommercial 

translators attempt to avoid altering the original text. Despite the method altering the original text, 

Specification’s implementation has several beneficial sides to it. The method, for example, can 

improve audience comprehension without altering the immersion into the series. Game of Thrones 

has a myriad of different characters, settings, and occupations which Specification can further 

elaborate on. The commercial translator’s use of the method indicates that the translator is aware 

of how useful the method can be in a fantasy setting. The method could become problematic upon 

overuse, but this is not the case with this set of data. The method can be difficult to utilize as it 

requires space. 

 Generalization is present in the data mostly in the form of translating proverbs and items 

that are specific for the culture of Westeros. For example, the commercial translator chooses to 

utilize Generalization to translate the proverb our way is the old way and the object the Iron 

Throne. The proverb is translated using Direct Translation by the noncommercial translator, 

presenting a clear difference between the translators on how proverbs should be translated. The 

second example, the Iron Throne is translated using the Generalization method by both translators, 

albeit in two different ways. In this sense, both of the translators regard that the key topic of the 

scene is comprehensible to the audience even without knowing the specific name or the implication 

of the Iron Throne. This is a very interesting point as the Iron Throne is one of the most important 

elements within Game of Thrones and the thing that majority of the characters are trying to gain 

hold of. Major differences regarding the use of Generalization between the translators are not 

visible in this set of data. 

 Substitution is the least used method in the data. Situational Substitution does not appear 

in the data at all. Cultural Substitution is used for the translation of elements that would be 

incomprehensible to the target culture, such as the units of measurement. This use case is very 

effective and understandable from the translator’s point of view, which is why both translators 

converted units of feet to units of meters. That being said, the data also contains an example in 

which both translators translate gods be good using Cultural Substitution. The commercial 

translator’s Cultural Substitution changes be good to them protect using the Finnish verb 

varjelkoot, which has a religious connotation in the target culture. The noncommercial also uses a 

verb that is associated with religious texts, siunatkoon (Engl. ‘bless’). These changes are fairly 
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unintrusive as they convey the original text using religious language in the target culture. However, 

the use of real-life religious vocabulary negates the worldbuilding that is used in the creation of 

the fictional religions in Westeros, as the fictional religious language is not utilized. The 

noncommercial translator further utilizes Cultural Substitution by changing the pluralized gods to 

a singular god. This change is interesting as it drastically changes the depiction of the culture of 

Westeros, in which the characters in question believe in a polytheistic religion. It makes the end 

product more comprehensible to the target culture, in which a monotheistic religion, Christianity 

is the majority. However, as is the case with the translation of be good, this change negates the 

worldbuilding present in the series and thusly also removes immersion from the translation. 

Situational Substitution does not appear at all in the data, which is not surprising as referring to 

another intellectual property or real-life outside the fictional world of Game of Thrones would be 

incredibly immersion-breaking for the audience. Therefore, apart from the singularization of gods, 

the data does not contain major differences between the two translators. 

 Concerning immersion and comprehension, there is a clear difference between the 

translators on which methods are utilized. The noncommercial translator uses the method of Direct 

Translation more often than the commercial translator, even at the expense of audience 

comprehension. This would indicate that maintaining the original text of the television series is a 

priority for the noncommercial translators. This can be because the translators are fans of the 

intellectual property themselves. Notably, even the audience for whom the noncommercial 

translators are creating the subtitles for are fans, as Beseghi (2021) notes: “non-professional 

subtitles can be said to be even more vulnerable as they will be consumed and judged by a niche 

audience made up of fans of those series, who have their own specific expectations” (p. 106). 

Alternatively, the noncommercial translators feel that paraphrasing the text is unnecessary, 

although it becomes a necessity when translating, for example, interrogative sentences as the 

syntax is different between English and Finnish.  

Conversely, the commercial translator relies more on the Free Translation and methods 

which allow for paraphrasing, such as Specification. This indicates that the commercial translator’s 

primary task is to ensure audience comprehensibility rather than maintain the original text. This 

approach is understandable as it makes the television series more approachable by mainstream 

audiences, but then again, much of the original text’s substance is lost when the translator uses 
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techniques that rely on paraphrasing. That being said, the commercial translator often finds 

solutions which sound more idiomatic than the Direct Translation equivalent while also 

maintaining the substance of the original text.  

  Concerning the juxtaposition of the translation methods with the immersion of the series, 

it should be noted that only the Substitution method can potentially “break the immersion” of the 

viewer. This is due to the method utilizing elements which are not common in the fantasy genre. 

In some cases, however, this immersion breaking is encouraged as the audience could not 

understand the series without the translator’s clarification. In general, the methods (apart from 

Substitution) cannot be simply labelled as immersion-breaking or immersion-creating as often the 

way the methods are utilized matters more. For example, Specification alters the original 

screenwriters’ intentions but (in the case of Completion), it reuses the elements that are already 

within the series maintaining the immersion and making the series more comprehensible to the 

audience. Similarly, Direct Translation maintains the screenwriters’ intentions but leads to a less 

comprehensible result in the TL, which in itself can prove to be immersion-breaking. Therefore, 

the aspect of immersion and comprehension can only be examined case by case with examples 

from the data. 
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7. Conclusion 

The thesis has exhibited the differences between commercial and noncommercial translations from 

the viewpoint of Pedersen’s (2011) translation taxonomy. The thesis has also discussed how these 

differences affect the audience’s experience from the viewpoints of immersion and 

comprehension. Although the differences are minor from the audience’s viewpoint, it is clear that 

the commercial translation is more audience-friendly, whereas the noncommercial translation 

conveys the original text more authentically. This also displays a large difference in the 

motivations of the translators. 

The commercial translator favors audience comprehension over maintaining the original 

text. This essentially means that the commercial translator utilizes Free Translation (paraphrasing) 

over Direct Translation (metaphrasing). Paraphrasing leads to the more comprehensive end 

product as, unlike metaphrasing, it allows idiomatic expression. In this sense, the commercial 

translator is focused on translating the message of the ST rather than the words themselves. This 

indicates that the commercial translator’s main objective is to translate with the audience’s 

comprehension of the TT in mind. This is also visible from the use of Specification, as the method 

allows the translator to explain elements from the narrative that might not be apparent for the 

viewer. The commercial translator also utilizes Official Equivalent to translate the fictional 

language of Dothraki, which is left untranslated by the noncommercial translator. The commercial 

translator thusly creates the more audience-friendly translation. The focus on audience 

comprehension is understandable as the subtitles are utilized in a monetized product. Translating 

monetized materials with audience comprehension in mind makes sense as the creators and the 

distributors naturally will want a large audience to be able to buy the subscription and enjoy the 

television series. 

Conversely, the noncommercial translators maintain the original text by metaphrasing 

(using Direct Translation) even though the comprehensibility of the text might not be as clear as 

with paraphrasing. However, the noncommercial translators manage to maintain the original text 

of the television series more authentically than the commercial translator. This indicates that the 

noncommercial translators’ main objective is to represent the original work from the ST to the TT 

as accurately as possible. This leads to a less audience-friendly end result, but then again, it also 

maintains the immersion of the series more than the commercial translation, which changes 
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numerous aspects of the ST. That being said, the noncommercial translator was willing to utilize 

methods such as Omission and Shifted Direct Translation when they resulted in a more idiomatic 

translation. Therefore, it is clear that the noncommercial translators also care about the audience’s 

comprehension of the TT even though it was not their main focus.  

The noncommercial translators’ use of metaphrasing displays that the translators are 

devotees of the Game of Thrones (and the conjoined A Song of Ice and Fire) intellectual properties, 

who want to maintain the original vision of the screenwriters and the author. Furthermore, the 

noncommercial translators are aware that they are translating for fans of the show who might be 

more critical of the end product than the average viewer (Beseghi, 2021, p. 106). Therefore, the 

focus on immersion is not only derived from the noncommercial translators’ own willingness to 

maintain the original text, but to also provide an accurate TT for an audience that is as enthusiastic 

about the intellectual property as they themselves are.  

The differences between the two translations display that the commercial translator 

translates for a non-descript audience, who might not be familiar with the A Song of Ice and Fire 

intellectual property, whereas the noncommercial translators translate for a specific audience who 

might have prior knowledge about the television series. Alternatively, the audience of the 

noncommercial translation are people who want to watch the television series through illegal 

means, such as downloading episodes of the television series and utilizing noncommercial subtitles 

as they are free and available. There are also clear differences in the incentive to translate between 

the commercial and non-commercial translators. The commercial translator does the work because 

it provides a salary and because the publisher commissioned a translation for the television series 

to reach a larger market. That is not to say that the commercial translator is not a fan of the series, 

but that the incentive begins from a monetary basis. The incentive for the noncommercial 

translation can be due to a few different reasons. The noncommercial translators might, for 

example, enjoy the process of translation, want to learn translation skills, want to provide a free 

alternative to the monetary option by the way of altruism, be fans of the television series or the 

book series A Song of Ice and Fire, or feel a sense of belonging within a noncommercial translation 

community. 

Concerning AVT, the results of the thesis display that noncommercial subtitles provide an 

interesting alternative to those produced commercially. The results also demonstrate that the 
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translator needs to be aware of how their choices affect the audience’s immersion into the fantasy 

genre and how they can make the series more comprehensible to an audience that might not be 

familiar with the fictional world of the series. That is not to say that the translator needs to pick 

one or the other, but to acknowledge that both factor into the viewer’s enjoyment of the series. 

Furthermore, translation in the fantasy genre presents unique problems to the translator as 

colloquial language and the methods utilized affect the message of the ST. 

The prior sections have highlighted the differences in the utilization of translation methods 

between the commercial and the noncommercial translators. Although it is clear that the translators 

do not use these methods consciously, the methods have provided a comparative background for 

the research purposes of this thesis. Pedersen’s (2011) taxonomy was suitable for the thesis as it 

focuses on AVT specifically and it highlighted the differences between the translators. That being 

said, some of the methods were less utilized due to the nature of the fantasy genre. For example, 

Situational Substitution was completely unutilized by both translators as referring to cultural 

products outside the fictional world of Game of Thrones would be jarring for the audience. 

Admittedly, the choice of Pedersen’s taxonomy was incongruous with the task of examining the 

changes between English and Finnish that occurred during translation. This is understandable as 

Pedersen’s taxonomy is meant for the examination of semantic changes, rather than syntactic. The 

thesis could be reconducted with a specific focus on the syntactic changes between English and 

Finnish and they differ between commercial and noncommercial translators.  

Noncommercial translation (using the terms non-professional or fansubtitling) has been 

researched extensively within the last 20 years ranging from the communities that provide 

noncommercial translations (cf. Li, 2015), to the translation process of these groups (cf. Gonzáles, 

2009), and to the way that noncommercial translation can be utilized in translator training (cf. 

Beseghi, 2021). Although AVT in the context of Finland has been researched, research into the 

subject of noncommercial translation in the context of Finland remains largely unexplored. The 

noncommercial translation phenomenon in itself is very interesting as it blurs the line between the 

professionals and the enthusiasts. As translation tools are readily available for practically 

everyone, fans of intellectual properties can express their enthusiasm by creating alternative 

translation which, based on the findings of this thesis, strive to preserve the original screenwriters’ 

intentions. This creates an interesting phenomenon of prosumers that both enjoy consuming pop 
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culture content and helping to spread it. As audiovisual entertainment is prevalently consumed 

from streaming services, it will be very interesting to see if the noncommercial translation 

phenomenon will grow in popularity, as subscribing to multiple different services can seem 

daunting to many consumers. 
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