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ABSTRACT 

 
Taboo language, specifically insults in audiovisual translation present complex 

challenges due to cultural and linguistic differences. The research focuses on the insults 

in the American animated series Inside Job from English into Latin American Spanish. 

The main aim of this study is to examine the application of translation techniques in 

rendering insults from the original English dialogue of the series. The researchers 

compiled a corpus of 583 insults, which was categorized and analyzed using four 

parameters: the original English insult, its Spanish translation, the applied translation 

techniques, and the type of insult. This non-experimental study systematically reviews 

these elements to identify patterns and evaluate translation effectiveness. The research 

results suggest that translators often use techniques such as taboo for taboo or substitution 

to adapt insults in the Latin American audience. The researchers may conclude that 

achieving effective audiovisual translation requires a balance between cultural sensitivity 

and linguistic fidelity to ensure that translated insults connect with the target audience 

while preserving their narrative and emotional impact. 

 

Keywords: insults, swearwords, subtitling, translating insults, cultural-bound terms 
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RESUMEN 

 
El lenguaje tabú, específicamente los insultos en la traducción audiovisual, plantea 

desafíos complejos debido a las diferencias culturales y lingüísticas. El estudio se centra 

en los insultos de la serie de animación estadounidense Inside Job desde el inglés hasta el 

español latinoamericano. El objetivo principal de este estudio es examinar la aplicación 

de técnicas de traducción a la hora de reproducir los insultos del diálogo original en inglés 

de la serie. Los investigadores compilaron un corpus de 583 insultos, que categorizaron y 

analizaron utilizando cuatro parámetros: el insulto original en inglés, su traducción al 

español, las técnicas de traducción aplicadas y el tipo de insulto. Este estudio no 

experimental revisa de manera sistemática estos elementos para identificar patrones y 

evaluar la efectividad de la traducción. Los resultados sugieren que los traductores a 

menudo utilizan técnicas como «tabú por tabú» o sustitución para adaptar los insultos al 

público latinoamericano. En conclusión, lograr una traducción audiovisual efectiva 

requiere un equilibrio entre la sensibilidad cultural y la fidelidad lingüística para asegurar 

que los insultos traducidos conecten con la audiencia objetivo, mientras se preserva su 

impacto narrativo y emocional. 

 

Palabras clave: insultos, ofensas, subtítulos, traducción de insultos, términos culturales 
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INTRODUCTION 

1.1 Background and Context 

 

A vast amount of movies, series and television shows, especially those produced 

in the United States and translated into Spanish, hold considerable influence in today’s 

media landscape due to the nature of their content. When focusing on translation, 

analyzing a series’ content and the approach to translating insults becomes particularly 

intriguing. Translators often encounter various challenges, with handling taboo words and 

insults presenting a notable difficulty. 

 

The series Inside Job, an American adult animated series created by Shion Takeuchi for 

Netflix, is known for its dark humor and frequent use of insults and offensive language. 

Set in a fictional world where conspiracy theories are real, the show follows the story of 

a secret government organization responsible for controlling these conspiracies. The 

characters in Inside Job navigate high-stakes scenarios in a satirical and often irreverent 

manner, often resorting to humor that includes taboo language and direct insults. 

 

The decision to study Inside Job as the focus of this research stems from the show’s unique 

linguistic characteristics. With its fast-paced dialogue and reliance on humor that often 

crosses cultural and linguistic boundaries, Inside Job presents an ideal case for examining 

the challenges and strategies involved in translating offensive language. The translation 

of profanity is particularly complex, as subtitlers must balance the need to maintain the 

humor, intensity, and intended meaning of the original insults while adapting them for, in 

our case, Latin American Spanish-speaking audience. 
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1.2 Statement of the Research Problem 

 

The problem to be investigated is defined as follows: there are theoretical and 

empirical gaps in audiovisual translation, particularly in subtitles, and especially regarding 

swearing words or insults. This justification is based on recognizing that although the 

literature review or state of the art highlights the importance of translating insults, there 

are theoretical and empirical gaps that need to be resolved. In the theoretical area, 

numerous publications explore various aspects of audiovisual translation (AVT), 

particularly the subtitling of swear words. However, there is a gap in the application of 

translation techniques used in films or series. Additionally, many researchers have studied 

the antecedents and consequences of using offensive language in the media. Despite this 

interest, there is a gap in understanding the translation strategies required for effectively 

conveying such taboo words or expressions in subtitles across different cultures and 

languages. In the empirical area, the detected gap concerns the limited empirical data on 

the impact of different strategies on audience reception and understanding. 

 

When reviewing the theory to understand why these gaps have occurred, several reasons 

emerge. The first is that written language carries more weight than spoken language (Díaz- 

Cintas & Remael, 2021). The second reason is that insults have different weights in each 

culture, requiring translators to be more careful. From a theoretical perspective, it is 

important to resolve this gap because translating insults is crucial for preserving the 

integrity and emotional intention of the original content. From a practical perspective, it 

is essential to resolve this knowledge gap because effective subtitling ensures that 

translated insults remain authentic and engaging for the Latin American audience. 
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1.3 Significance of the Study 

 

This study is significant because it addresses the often-overlooked complexities of 

translating offensive language in audiovisual content, particularly in the context of 

subtitling. The selection of Inside Job highlights the importance of translating dark humor 

and offensive language, as these elements play a crucial role in defining the tone and 

character dynamics of the series. The results of this research provide insight into the 

methods used by translators to navigate the cultural and linguistic challenges presented by 

offensive language in subtitles. 

 

By examining how offensive language is rendered in Latin American Spanish, the study 

adds to the growing field of audiovisual translations (AVT) research that focuses on how 

sensitive and culturally specific content is adapted for diverse audiences. It also 

contributed to a deeper understanding of the balance between linguistic fidelity and 

cultural adaptation that translators must achieve. In addition, the research may prove 

valuable to subtitling and translation professionals by providing a reference for best 

practices and strategies in dealing with offensive language in other media. 

 

This project also has broader implications for media and cultural studies by demonstrating 

how translated language can shape viewers’ perceptions of character identity, humor, and 

cultural references in cross-cultural contexts. By analyzing subtitled content, the study 

sheds light on the ways in which translation can both preserve and transform the impact 

of the original narrative on audiences. 

 

1.4 Delimitation 

 

In this undergraduate dissertation, we will explore the translation of insults within 

carefully defined parameters to ensure a focused and manageable investigation. We will 

set constraints related to the scope of the research, the period under investigation, the 

specific sample group targeted, exclusions concerning the population under study, and 

specify what aspects of the problem we will include and exclude from the investigation. 
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First, we will scrutinize the period from August to late November, providing a bounded 

historical context within which to analyze the phenomenon. This periodization allows for 

a comprehensive examination while avoiding the complexities of broader historical 

epochs. Second, we will primarily target a specific sample group, namely audiovisual 

translators. This focused approach ensures relevance to the intended audience and 

facilitates a more in-depth understanding of the issue at hand. 

 

We will impose constraints on the population under study by excluding individuals based 

on certain criteria. For instance, we may exclude individuals below a certain age bracket 

or those with specific medical conditions to maintain homogeneity within the sample 

group. Additionally, we will limit the geographical scope to Latin American audiences to 

prevent potential confounders from diverse regional contexts. 

 

The investigation will encompass various aspects deemed crucial to the research topic, 

including cultural influences related to the translation of insults. By including these 

elements, we aim to provide a comprehensive analysis that captures the multidimensional 

nature of the phenomenon under investigation. 

 

However, we will exclude certain aspects from the investigation to maintain focus and 

coherence. For example, we will not explore factors such as the economic impact of the 

series and sociopolitical themes depicted in detail, as they fall outside the purview of this 

study. 

 

In sum, by delineating these parameters, we aim to achieve a refined and targeted analysis, 

contributing to a clearer understanding of the translation of insults within the specified 

context. This strategic approach not only enhances the rigor of the research but also 

ensures its relevance and applicability to the intended audience. 

 

1.5 Purpose of the Study 

 

The main aim of this study is to examine the application of translation techniques 
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in rendering insults from the original English dialogue of the American animated series 

Inside Job into the Latin American Spanish subtitled version. 

 

 

This research seeks to evaluate how effectively these techniques preserve the intent, tone, 

and cultural intricacies of the original insults while addressing the linguistic and cultural 

challenges inherent in audiovisual translation. 

 

Specific Objectives: 

 

 

● To identify and classify swear words used in the original English dialogue of the 

animated series. 

The objective of this is to systematically identify and classify the offensive language 

present in the source material, including both explicit and implicit swear words and 

expressions. The study aims to establish a comprehensive linguistic database that serves 

as the foundation for subsequent analysis. Particular attention is paid to the context, 

frequency, and pragmatic function of these expressions within the dialogue, as these 

factors are critical in understanding their intended impact and reception by the source 

audience. 

● To analyze and evaluate effectiveness of the translation techniques employed in 

“Inside Job”, specifically in terms of preserving the original intent and impact of the 

dialogue. 

This objective examines the strategies adopted by translators to adapt offensive language 

from the source text into the target language. The study evaluates the effectiveness of 

these techniques based on their ability to maintain the tone, meaning, and narrative 

function of the original dialogue. Metrics such as cultural relevance, audience reception, 

and narrative coherence are employed to assess whether the translation achieves 

equivalence or compromises key aspects of the source material intent. A particular focus 

is placed on the challenges posed by linguistic and cultural differences between English 

and Latin American Spanish. 

● To identify the different word-classes fulfilled by the taboo words and their 

morphological variants in the source text. 
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This objective entails a thorough examination of the grammatical and morphological 

composition of taboo words, encompassing their word-class functions (e.g., nouns, verbs, 

adjectives) and variations (e.g., diminutives, augmentatives, or compounding forms). The 

study’s primary objective is to ascertain the patterns that influence their translation by 

comprehending the manner in which these words are structured and utilized within 

sentences. This in-depth linguistic analysis offers insights into how translators navigate 

shifts in structure, register, and tone when adapting these expressions into subtitles. 

 

1.6 Research Questions 

 

This study undertakes a detailed examination of the translation dynamics within 

the Spanish subtitles of the series Inside Job, focusing on offensive language, including 

various types of insults and forms of swearing. The research questions guiding this 

investigation include: 

 

What are the most frequently used swear words and insults in the original English dialogue 

of Inside Job, and how do they vary across different characters or episodes within the 

series? 

 

What translation techniques (e.g. taboo for taboo, censorship, euphemism) are employed 

in the Latin American Spanish subtitled version of the show to translate the swear words, 

in terms of linguistic and cultural discrepancies between the original and translated text? 

 

How do translation choices, particularly those concerning swear words and insults, affect 

the portrayal of characters and their relationships within Inside Job in scenes involving 

confrontations or comedic interactions? 

 

What are the linguistic characteristics and grammatical functions of swear words and 

insults in the source text of Inside Job? Do these characteristics contribute to the tone, 

style, and impact of the dialogue? 
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What are the morphological variations observed in the insults and swear words across 

different characters or episodes? 

 

1.7 Organization of the Dissertation 

 

The introduction begins by thoroughly exploring the background, context, and 

research problem, establishing a strong foundation for the study. It highlights the 

research's significance, clarifies delimitations, and clearly states the purpose and research 

questions. Following this, the literature review conducts an in-depth analysis of 

audiovisual translation themes, particularly focusing on the translation of insults and insult 

types. This section effectively synthesizes existing research, contributing to a deep 

understanding of the challenges involved in translating offensive language. Building on 

this foundation, the theoretical framework examines various relevant aspects, such as 

subtitling, translation techniques, definitions, types of translation techniques, and the types 

and translation of insults, laying the groundwork for later analysis. The methodology 

section meticulously details the research design, participants, data collection process, as 

well as validity, reliability, and analysis procedures. It introduces a comprehensive 

statistical analysis plan with a focus on translation equivalence analysis, presenting 

findings with substantial implications. As the study concludes, the objectives are revisited, 

the research questions are addressed, limitations are thoughtfully considered, and the 

study's significant contributions to the field of audiovisual translation are underscored. 

The bibliography provides a carefully curated list of sources, adding scholarly rigor to the 

entire research project. 
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LITERATURE REVIEW 

 
This study analyzes the translation of insults in the 2021 animated series Inside 

Job, specifically focusing on how these insults were adapted for Latin American Spanish 

subtitles. To achieve the study’s objective, the researchers followed a series of steps to 

identify relevant research on the translation of insults within translation studies, 

particularly examining work published over the past thirty years. Using keywords such as 

“insults,” “swear words,” “taboo language,” and “swearing,” the researchers conducted 

searches in databases like Google Scholar and ResearchGate. The literature review 

highlights that translating insults and offensive language requires a high level of expertise 

and cultural awareness from translators. These challenges underline the complexity of 

their role in maintaining cultural intricacies. Striking a balance between linguistic 

accuracy and cultural sensitivity is especially critical in audiovisual translation. 

 

The analysis centers on the hypothesis that successful translation of insults requires a 

careful balance between linguistic fidelity to the original and respect for the cultural norms 

of the target audience. The thesis examines how specific translation techniques affect not 

only the meaning but also the emotional and cultural resonance of the original insults. 

Through a detailed analysis of Inside Job's subtitles, this study aims to highlight the 

broader implications of translating offensive language in audiovisual media, offering a 

framework for future research in this domain. 

 

Cultural Aspects and Linguistic Considerations 

 

Translating insults and offensive language is a multifaceted task that must account 

for both linguistic and cultural variables. Insults are not mere words; they carry deep 

cultural connotations that reflect societal norms, values, and taboos. As Torres (2016) 

points out, translating taboo words in audiovisual media involves striking a balance 

between the original meaning and the sensitivities of the target audience. The challenge 

lies in maintaining the force of the original language while adapting it to fit the cultural 

context of the receiving audience. 
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Culture plays a crucial role in determining how insults are perceived. What might be 

considered a mild rebuke in one culture could be seen as deeply offensive in another. For 

example, the term “puta,” analyzed by Wilkinson (2021) in the Spanish series Paquita 

Salas, carries different connotations in various Spanish-speaking regions. While the word 

might be colloquially acceptable in some areas, its translation into English often fails to 

convey the same weight or offensiveness, leading to a disconnection between the original 

intent and the subtitled version. 

 

Moreover, audience expectations and cultural norms heavily influence the translation 

process. As Hjort (2009) observes, younger viewers tend to be more tolerant of strong 

language in subtitles, favoring translations that retain the impact of the original insults. 

However, translators are often bound by the cultural standards of the broader audience, 

including censorship rules and societal expectations, which may call for a softened or 

euphemized version of the offensive language. 

 

In the case of audiovisual media such as Inside Job, translators must also contend with the 

fast-paced nature of the dialogue, which can amplify the impact of insults. When 

translating for a Latin American audience, subtitlers must navigate a complex landscape 

of regional variations in Spanish, ensuring that the translated insults resonate appropriately 

with the target audience. For instance, certain words that might be offensive in Mexico 

may not carry the same weight in Argentina or Colombia. Therefore, translators must be 

acutely aware of these regional differences to avoid miscommunication or unintended 

offense. 

 

Pedersen (2018) highlights the influence of local subtitling traditions and user preferences, 

particularly in global platforms like Netflix. His research underscores how subtitling 

guidelines, while often standardized across platforms, still allow for significant regional 

variation based on audience feedback. This interplay between global standards and local 

expectations is crucial for understanding how translations, especially of offensive 

language, evolve in different cultural contexts. 
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In translating insults for Inside Job, strategies like omission, euphemism, and mitigation 

are frequently employed to maintain a balance between fidelity to the original and 

sensitivity toward the audience. Omission, for instance, may be used to avoid controversial 

language altogether, while euphemism softens the blow of offensive terms. However, as 

studies by Hjort (2009) and Torres (2016) suggest, these strategies can sometimes attract 

more attention than the original insult, causing a rupture in the audience's suspension of 

disbelief. This delicate balancing act underscores the complexity of translating insults in a 

way that feels natural and true to the source material while being culturally appropriate. 

 

Challenges and Strategies in Translating Insults 

 

The translation of insults in audiovisual media presents a unique set of challenges, 

requiring translators to navigate cultural, linguistic, and contextual factors. Unlike 

ordinary dialogue, insults are loaded with emotional, social, and sometimes political 

undertones that vary significantly across cultures. Translators must decide how to render 

these words and expressions into the target language while maintaining the essence of the 

original insult without offending or alienating the audience. 

 

One of the primary challenges is fidelity to the original text. Translators often face the 

dilemma of preserving the raw emotional intensity of an insult or mitigating it to align 

with the cultural norms of the target audience. According to Gedik (2020), translators tend 

to omit or soften swear words in professional translations, driven largely by censorship 

and the social expectations of the target culture. However, this practice can dilute the 

impact of the original dialogue and disrupt the character dynamics or narrative structure 

of the audiovisual work. 

 

A notable example of this challenge is the translation of the term “puta” from Spanish into 

English, as discussed in Wilkinson's (2021) analysis of Paquita Salas. Translators often 

struggle to capture the cultural weight and emotional resonance of this insult in English, 
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where direct equivalents either seem too mild or overly harsh. This leads to translations 

that, while linguistically accurate, fail to convey the same cultural significance or 

character implications as the original language. 

 

Similarly, Han and Wang (2014) emphasize that the translation of swear words in subtitles 

must strike a balance between linguistic fidelity and cultural appropriateness. In some 

cases, literal translations may be inappropriate for the target culture, as certain insults 

could be considered more offensive than intended. For example, insults in English may 

carry different connotations when translated into languages such as Arabic or Chinese, 

where cultural norms around language use differ significantly. 

 

Strategies for Translating Insults 

 

Translators employ a range of strategies to address the challenges of translating 

insults, each with distinct advantages and limitations shaped by context and audience 

expectations. Omission is one of the most common approaches, where offensive language 

is entirely excluded from the translation. While this strategy can sidestep potential 

backlash or censorship, it often sacrifices subtle and emotional intensity. As Hjort (2009) 

observes, audiences familiar with the original language may notice missing dialogue 

elements, leading to dissatisfaction with the translation. 

 

Euphemization offers an alternative, replacing offensive terms with milder expressions 

that convey a similar meaning without provoking controversy. This strategy is particularly 

prevalent in cultures with low tolerance for explicit language. For instance, Azhar (2019) 

highlights the use of euphemisms in the Indonesian translation of the Netflix series Sex 

Education, where cultural norms dictate softer renditions of sexual and taboo language. 

Although euphemisms maintain the flow of dialogue, they often dilute the impact of the 

original insult, potentially altering how characters or situations are perceived by the 

audience. 
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Mitigation and softening, another frequently used strategy, involves reducing the intensity 

of insults to align with conservative cultural norms. For example, Gedik’s (2020) analysis 

of Turkish-English translations reveals that swear words are often softened to meet 

cultural expectations. However, this approach can sometimes compromise the authenticity 

and emotional depth of the original dialogue, distancing the audience from the source 

material’s intent. 

 

Neutralization takes a different route, stripping insults of their emotional or cultural 

significance to render them more generic in the target language. This strategy is useful 

when a direct translation would be overly jarring or offensive, but it comes at a cost. 

Pedersen (2018) emphasizes that neutralization risks alienating the audience from the 

emotional core of the narrative, particularly when insults are pivotal to character 

dynamics. 

 

Lastly, cultural substitution replaces source-language insults with equivalents from the 

target culture. This strategy ensures the audience can grasp the emotional weight and 

intent of the insult more readily, though it may compromise the cultural authenticity of 

the source material. Ávila-Cabrera (2016) illustrates how cultural substitution can 

effectively bridge gaps when no direct equivalent exists, provided the original tone and 

intent are preserved. 

 

Challenges of Censorship and Platform Guidelines 

 

One of the most significant challenges in translating insults is the imposition of 

censorship, either through government regulations or platform-specific guidelines. 

Streaming platforms like Netflix, for example, often have to adapt their content to different 

regional standards. Pedersen (2018) notes that while Netflix provides interlingual subtitling 

guidelines, these are heavily influenced by local traditions and viewer preferences, leading 

to considerable variation in how insults are translated. 
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Censorship can also drive translators to employ mitigation or omission strategies more 

frequently than they might otherwise. For example, Gedik (2020) found that cultural 

norms around profanity in Turkish media often led to the complete omission of swear 

words in English-to-Turkish translations. Similarly, Azhar (2019) highlights how 

Indonesian translations of Western media frequently omit or soften offensive language to 

align with local moral standards. 

 

However, as research shows, viewers are not always in favor of censorship-driven 

omissions. Hjort (2009) reveals that many younger audiences prefer faithful translations 

of swear words in subtitles, even when the language is strong, arguing that it preserves the 

authenticity of the viewing experience. This suggests that while censorship may push 

translators toward softer language, audience preferences—especially in an increasingly 

globalized and media-savvy world—often lean toward more direct and faithful renditions. 

 

Similarities and Differences among other Authors 

 

The complexities of translating taboo language and swearing have been explored 

by numerous scholars, each emphasizing different strategies and approaches to balancing 

cultural sensitivities, audience preferences, and linguistic accuracy. While there are many 

areas of agreement, there are also notable divergences in how scholars address these 

challenges. 

 

Similarities 

 

Several studies converge on the idea that strategies such as omission, softening, 

and euphemism are frequently used to reduce the offensive load of swear words. Sejdiraj 

(2022) and Moura (2024) both highlight the prevalence of these strategies, particularly in 

contexts where strong language may clash with cultural or audience expectations. Moura 

takes this a step further, delving into audience reception and demonstrating how the 

softening of swear words can sometimes backfire, breaking the “contract of illusion” and 

drawing unwanted attention to the subtitles. This reflects a broader concern within 
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audiovisual translation (AVT), where altering the impact of language can disrupt the 

viewer’s immersion in the narrative. 

Similarly, the work of Ben Slamia (2020) and Abu-Rayyash et al. (2023) underscores the 

importance of euphemism and omission in translations tailored for culturally sensitive 

contexts, such as Arabic-speaking regions. In these settings, translators often opt for less 

offensive terms or omit the offensive language entirely to align with local cultural values 

and norms. This highlights a recurring theme in AVT: that translators must always 

consider the cultural sensitivities of the target audience when handling strong or taboo 

language. 

 

Cultural considerations are also a common thread among scholars like Ghiyasi 

Hashemizadeh & Samir (2023) and Mounadil (2023). These studies focus on the 

translation of offensive terms into Persian and Arabic, exploring how translators must 

navigate intricate cultural taboos. The frequent substitution or censorship of explicit 

language is a shared finding in both studies, reflecting the heightened sensitivity to taboo 

language in these regions. Xavier (2022) also agrees with this view, noting that the 

neutralization of offensive language is a common practice across various languages and 

cultures. However, Xavier suggests that evolving subtitling standards, especially in the 

context of streaming platforms, may require further research to understand how these 

practices are adapting to modern viewer expectations. 

 

A recurring theme in the literature is the neutralization of offensive language, particularly 

in languages where swear words are less culturally acceptable. Vainio-Puhju (2020) and 

Tuhkanen (2017) discuss how, in Finnish subtitles, translators often downplay or omit 

swear words to maintain cultural norms. While this strategy serves to protect the cultural 

integrity of the target language, it sometimes undermines the emotional intensity of the 

original dialogue, thereby altering the audience's perception of the characters and plot. 

 

Differences 
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Despite the similarities in approach, there are significant differences in emphasis 

among the scholars. Moura (2024), for example, focuses heavily on how altering the 

offensiveness of swear words can negatively affect viewer engagement. Moura's research 

highlights how softened subtitles can break the illusion of the narrative, particularly when 

both the original and translated text are visible to the audience, which can lead to cognitive 

dissonance. This is especially relevant in today’s globalized media consumption 

environment, where audiences may be familiar with the original language or have 

expectations for a more authentic translation. 

 

In contrast, Sejdiraj (2022) takes a different angle, primarily exploring the role of dubbing 

in preserving or altering the ideological value of taboo expressions, particularly in long- 

running series like South Park. Sejdiraj’s analysis focuses on how dubbing, rather than 

subtitling, transforms the offensive language, with less attention paid to audience 

reception. This marks a clear distinction between scholars who emphasize dubbing versus 

those who focus on subtitling. For instance, Moura (2024), Xavier (2022), and Tuhkanen 

(2017) are more concerned with subtitling and the specific challenges that come with it, 

including the visual tension created when viewers see both the original and translated 

dialogue. 

 

This difference in focus—dubbing vs. subtitling—shapes the analyses of the authors. 

Moura (2024), for instance, argues that subtitling can often disrupt the viewing experience 

when swear words are softened, a concern that is less relevant to dubbing, where the 

original dialogue is entirely replaced. In contrast, dubbing allows for more flexibility in 

rendering swear words, as the viewer does not have the original text to compare against 

the translation. 

 

Finally, scholars differ in the methodologies they employ to analyze these translation 

strategies. Xavier (2022) introduces a three-layered typology for analyzing subtitling 

strategies, offering a more structured and comprehensive method for evaluating 

translations of taboo language. This typology contrasts with the simpler models used by 

Ben Slamia (2020) and Vainio-Puhju (2020), who focus more narrowly on specific 
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strategies such as omission and euphemism. Xavier’s model provides a broader 

framework for understanding how translators navigate cultural and linguistic challenges, 

suggesting that future research could benefit from more systematic approaches to 

analyzing AVT. 

This research examines the translation of insults in the animated series Inside Job (2021), 

focusing on the intricate challenges translators face when adapting offensive language for 

Latin American subtitles. The analysis underscores the essential balance between 

linguistic precision and cultural sensitivity, revealing the complex decision-making 

processes influenced by factors such as maintaining the original structure versus 

enhancing comprehension. As the researchers conduct the literature review, the 

researchers explore the dynamic and evolving field of translation studies. In this context, 

translators play a crucial role as mediators who influence cultural and linguistic 

representations. Their work demands a careful equilibrium between fidelity to the original 

text and responsiveness to changing social norms and ethical considerations. Through 

their contributions, translators enrich the academic discourse within translation studies. 
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THEORETICAL FRAMEWORK 

 
The purpose of this theoretical framework is to establish the foundational theories 

that underpin the analysis of subtitling as a crucial component in audiovisual translation. 

Subtitling extends beyond mere linguistic conversion; it operates at the intersection of 

language, culture, and accessibility. This section examines how subtitling functions not 

only as a tool for translation but also as a medium that fosters inclusivity and cross-cultural 

understanding. By addressing the technical, linguistic, and cultural challenges inherent in 

subtitling, this framework highlights the complex interplay between the constraints of the 

medium and the creative strategies required to meet the demands of global audiences. 

 

To achieve this, the theoretical framework is structured into several key areas. First, it 

explores the definition and scope of subtitling, distinguishing between intralingual and 

interlingual subtitling and their respective roles in modern media. Next, it delves into the 

unique constraints of subtitling, including spatial, temporal, and synchrony challenges, 

and how these shape translation practices. The framework then discusses the application 

of translation theories—such as Molina and Albir’s translation techniques and Venuti’s 

domestication and foreignization—to the subtitling process. Finally, the analysis focuses 

on the role of subtitling in translating offensive language, particularly insults, in adult 

animated series, emphasizing how these elements contribute to narrative and cultural 

dynamics. 

 

Through this approach, the framework provides a comprehensive foundation for 

understanding the complexities of subtitling in contemporary media. It aims to align the 

theoretical insights with the research objectives, offering a structured basis for analyzing 

the translation techniques and strategies employed in subtitling practices. 

 

Furthermore, this study uses several key terms that require clear and contextualized 

definitions to ground the analysis. Domestication refers to the process of adapting a 

translated text to make it more accessible and relatable to the target audience, often 

minimizing the source text's cultural elements (Venuti, 1995). In this study, domestication 
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is explored in the context of subtitles that localize cultural references to resonate with 

Latin American viewers. 

 

Foreignization is defined as the strategy of preserving cultural elements from the source 

text, aiming to expose the target audience to the original culture (Venuti, 1995). This 

approach is examined in the translation of culturally specific references in the audiovisual 

content under analysis. 

 

Offensive language encompasses expressions or terms that violate social norms, which 

vary in intensity and interpretation based on cultural and pragmatic contexts (Pinker, 2008; 

McEnery, 2005). In the context of this study, offensive language includes insults and 

expletives found in adult animated series, highlighting their role in narrative and character 

development. 

 

These definitions ensure a consistent understanding of the core concepts, allowing for an 

in-depth analysis of the translation strategies applied to the subtitling of offensive 

language and cultural elements. 

 

In addition, the relationship between the theories outlined in this framework lies in their 

complementary nature, which collectively supports a holistic understanding of subtitling 

practices. Molina and Albir’s (2002) translation techniques provide a practical foundation 

for analyzing the specific methods employed to adapt content within the constraints of 

subtitling. These techniques directly interact with Venuti’s (1995) domestication and 

foreignization strategies by addressing how translators balance cultural adaptation and 

preservation. 

 

Venuti’s strategies, in turn, are enriched by Díaz Cintas and Remael’s (2007) insights into 

the technical and linguistic challenges of audiovisual translation. By combining cultural 

and technical perspectives, the framework captures the dual demands of ensuring both 

cultural authenticity and seamless integration into the audiovisual medium. For example, 
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the spatial and temporal limitations discussed by Díaz Cintas and Remael directly 

influence the application of domestication and foreignization strategies in subtitles. 

 

The integration of Pinker’s (2008) and McEnery’s (2005) examinations of offensive 

language further strengthens this relationship by providing a pragmatic lens through which 

to evaluate the emotional and cultural intricacies of insults and expletives. These theories 

align with the translation techniques and strategies to explore how offensive language is 

adapted to maintain its impact while respecting cultural sensitivities. 

 

Together, these theories create a cohesive framework that addresses the interconnected 

dimensions of translation techniques, cultural considerations, and technical constraints, 

ensuring a comprehensive approach to analyzing subtitling practices. 

 

The application of these theories to the research problem is critical for addressing the 

challenges of subtitling offensive language in adult animated series. Molina and Albir’s 

(2002) translation techniques offer practical tools for analyzing the specific methods 

employed to handle linguistic constraints, such as space and time limitations. These 

techniques provide insight into how translators adapt offensive language while 

maintaining narrative coherence and emotional impact. 

 

Venuti’s (1995) domestication and foreignization strategies allow for an in-depth 

exploration of cultural dynamics, particularly how subtitling mediates between the source 

and target cultures. This is especially relevant when translating offensive expressions that 

carry cultural connotations, as translators must decide whether to localize or preserve the 

original cultural markers. 

 

Díaz Cintas and Remael’s (2007) perspectives on audiovisual translation emphasize the 

technical challenges of synchronization and readability. Their insights are applied to 

evaluate how subtitles balance technical precision with the need to convey the intensity 

and intent of offensive language. 
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Pinker’s (2008) and McEnery’s (2005) classifications of offensive language are integrated 

to examine the pragmatic functions of insults in the source material. This allows the 

research to assess how these functions are preserved, altered, or lost in the subtitling 

process, ensuring that the translations align with audience expectations and cultural 

sensitivities. 

 

Finally, these theoretical perspectives connect the practical, cultural, and linguistic 

dimensions of subtitling to the specific challenges posed by offensive language in adult 

animated series. This comprehensive approach ensures that research questions are 

addressed with depth and rigor, providing valuable insights into the complexities of 

audiovisual translation. 

 

 

 

1. Subtitling 

 

 

1.1 Definition of Subtitling 

 

Subtitles have become an indispensable feature for modern audiences who enjoy 

movies, series, documentaries, or any audiovisual content in its original language. Their 

value extends far beyond personal preference. Subtitles provide access for people with 

hearing impairments, enabling them to fully engage with media content. They also offer 

practical solutions for viewing in noisy or quiet environments, allowing audiences to 

follow along without the need for headphones or speakers, whether in bustling public 

spaces or serene, noise-sensitive settings. Furthermore, subtitles transcend linguistic 

barriers, making audiovisual content accessible to global audiences, fostering cultural 

exchange, and facilitating language learning. Subtitles also ensure that those who may 

struggle to hear dialogue clearly can still appreciate the intricacies of storytelling and 

character development. 

 

Gottlieb (2001, as cited in Chiaro, 2009) defines subtitling as “the rendering in a different 

language of verbal messages in filmic media, in the shape of one or more lines of written 
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text presented on the screen in sync with the original written message.” This process 

involves more than a simple translation of spoken dialogue into text; it demands precision 

in displaying written text at the bottom of the screen, accurately conveying the original 

dialogue while preserving its meaning and intricacies. 

 

Beyond dialogue, subtitling also translates other textual elements on screen, such as signs, 

graffiti, or letters, and incorporates relevant audio information, including songs or 

voiceovers, to provide viewers with a comprehensive understanding of the narrative 

context (Díaz-Cintas y Remael, 2007). This attention to detail ensures that the viewer 

experiences the story as holistically as possible, bridging gaps between audio, visuals, and 

text. 

 

For subtitles to be effective, they must synchronize seamlessly with both the visuals and 

the dialogue, accurately reflect the meaning of the source language, and be legible within 

the limited time they appear on screen (Díaz-Cintas y Remael, 2007). Achieving this 

balance ensures that subtitles do not detract from the viewing experience but instead 

enhance accessibility and comprehension for diverse audiences. 

 

Shuttleworth and Cowie (cited in Khalaf, 2016) emphasize that subtitling is a 

synchronized process that ensures viewers can follow the narrative without disruption. 

Similarly, O’Connell (2007, as cited in Khalaf, 2016) highlights how subtitles augment 

the original audio by embedding written text on screen. This multifaceted approach 

underscores the critical role of subtitling in modern audiovisual media: it is not merely a 

tool for translation but a key mechanism for promoting inclusion, understanding, and 

cultural exchange in a globally connected world. 

 

Ultimately, subtitling stands as a vital bridge between creators and audiences, ensuring 

that content is both accessible and impactful for everyone, regardless of their linguistic or 

auditory abilities. 
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1.1.1 Intralingual vs. Interlingual Subtitling 

 

The distinction between intralingual and interlingual subtitling lies at the heart of 

subtitling practices, each addressing unique audiences and serving distinct purposes. 

Intralingual subtitling converts spoken language into written text within the same 

language, offering accessibility for the deaf and hard-of-hearing (SDH), supporting 

language learning, creating karaoke effects, or accommodating dialectal differences. 

Despite its utility, some scholars hesitate to classify intralingual subtitling as translation, 

given the absence of linguistic transfer. Interlingual subtitling, on the other hand, 

transcends language boundaries, translating content from one language to another while 

catering to both hearing and SDH audiences. This practice emphasizes cross-cultural 

communication and accessibility, particularly in an increasingly globalized media 

landscape. 

 

Díaz Cintas and Remael (2007) highlight an often-overlooked professional practice: 

interlingual subtitles designed specifically for SDH audiences. With the advent of DVDs 

and the growing demand for accessible media, this hybrid approach has gained 

prominence, challenging conventional categorizations. Such developments reflect the 

evolving nature of subtitling, as it adapts to meet the diverse needs of modern audiences. 

 

Jakobson’s linguistic perspective (as cited in Spanakaki, 2007) further enriches the 

discussion, classifying subtitling into intralingual (within the same language) and 

interlingual (between languages). From a technical standpoint, subtitles can also be 

categorized as open (non-optional and displayed with the video) or closed (optional and 

activated by the viewer). This technical distinction underscores how viewers engage with 

subtitle content, with open subtitles demanding attention and closed subtitles allowing for 

a more personalized experience. 

 

The interplay between these linguistic and technical dimensions reveals subtitling’s dual 

role: enhancing accessibility and fostering cultural exchange. Intralingual subtitles 

accommodate specific needs within a single language, while interlingual subtitles bridge 
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linguistic divides, enabling audiences to connect with diverse cultures. Ultimately, 

subtitling is not merely a tool for understanding content but a dynamic medium that 

democratizes access to information and promotes inclusivity. As media evolves, so too 

must subtitling practices, ensuring they remain responsive to the ever-changing needs of 

global audiences. 

 

1.1.2 Subtitling Constraints (Space, Time, Synchrony) 

 

Pedersen (2011) identifies three primary constraints that define the subtitling 

process: spatial, temporal, and those inherent in the transition from spoken to written 

language. These constraints are pivotal in ensuring subtitles are not only readable and 

accurate but also seamlessly integrated into the audiovisual experience. Addressing these 

challenges requires translators to balance linguistic fidelity with technical and cultural 

considerations, particularly in a rapidly evolving media landscape. 

 

Spatial constraints directly impact the placement and volume of text displayed on screen, 

limiting translators to two lines with a set number of characters. While the exact character 

limits vary depending on client specifications, device type, and other factors, 

contemporary practice often adheres to an average of 36 characters per line, or 72 

characters across two lines. This limitation demands conciseness and creativity from 

translators, who must convey meaning without sacrificing essential context. As the screen 

size and resolution vary across viewing platforms—from cinema screens to 

smartphones—spatial constraints have become increasingly complex to navigate. 

 

Temporal constraints, equally critical, dictate the duration each subtitle appears on screen. 

Subtitles must remain visible long enough for viewers to read and process them 

comfortably, avoiding cognitive overload. As Díaz Cintas and Remael (2007) emphasize, 

the interaction between the spoken word, the image, and the subtitle determines the pacing 

of the audiovisual medium. Translators must synchronize subtitles with dialogue and 

imagery, ensuring semantic accuracy while adapting to specific project guidelines. 
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Inadequate timing can disrupt the viewing experience, undermining the narrative’s 

emotional and informational impact. 

 

The subtitling process also involves synchrony constraints, which require the perfect 

alignment of subtitles with audiovisual elements. Translators must account for the 

interplay between visual and textual elements, ensuring subtitles are culturally appropriate 

and contextually accurate representations of the source language. Synchrony challenges 

intensify in multilingual or culturally complex content, where idiomatic expressions and 

cultural references require careful adaptation to resonate with the target audience. 

 

As streaming platforms and mobile viewing dominate global media consumption, these 

constraints take on renewed significance. Viewers in diverse cultural and linguistic 

contexts, including regions like Chile, demand subtitles that are both accessible and 

engaging. Translators must therefore innovate within these constraints, crafting subtitles 

that enhance rather than detract from the viewing experience. Ultimately, subtitling is not 

merely a technical task but a complex art form that bridges linguistic and cultural divides, 

enriching global storytelling in an era of unprecedented media access. 

 

1.2 Subtitling on Netflix 

 

Subtitling on Netflix exemplifies a commitment to accessibility and global 

engagement, offering on-screen text that conveys dialogue and relevant audio details in 

multiple languages. This feature not only enhances the viewing experience for deaf and 

hard-of-hearing audiences but also enables international audiences to connect with content 

in languages other than the original audio. By providing customizable subtitle options— 

allowing adjustments to font size, color, and background—Netflix empowers viewers to 

tailor their experience to their personal preferences, reinforcing the platform’s user-centric 

approach. 

 

Beyond accessibility, subtitles play a vital role in facilitating audience comprehension, 

particularly during fast-paced or complex scenes where visual or auditory details may be 
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challenging to process. Netflix’s dedication to maintaining high standards of subtitle 

quality is evident in its integration of automated systems and human translators. This 

hybrid approach ensures not only linguistic clarity but also cultural relevance, as 

highlighted by Díaz Cintas and Remael (2007). By leveraging user feedback, Netflix 

continuously refines its subtitling services, adapting to the evolving expectations of its 

diverse audience. 

 

The platform’s emphasis on inclusivity and engagement through subtitling underscores its 

broader mission: to make global content universally accessible. Customizable subtitle 

options and consistent quality control reflect a deliberate effort to break down linguistic 

and cultural barriers, enabling audiences from all walks of life to participate in a shared 

entertainment experience. In doing so, Netflix not only enhances accessibility but also 

fosters cultural exchange, illustrating how subtitling serves as both a practical tool and a 

bridge to connect global communities. 

 

1.2.1 Netflix’s Global Subtitling Standards 

 

Netflix's Global Subtitling Standards emphasize the pivotal role of subtitles and 

closed captions in making content accessible and engaging for audiences worldwide. 

These standards highlight the necessity of accurate, natural translations that seamlessly 

integrate with the visual narrative without distracting viewers. While grammatical 

correctness is essential, the system explicitly rejects translations that appear awkward or 

unnatural. Additionally, strict reading speed requirements ensure subtitles remain both 

readable and appropriately timed, underlining their importance in delivering a smooth and 

immersive viewing experience. These measures are fundamental to supporting Netflix’s 

mission of reaching global audiences. 

 

The Netflix Timed Text Style Guide serves as the cornerstone of these standards, dictating 

language-specific, timing, and file-type requirements for all subtitled content, including 

Originals and non-Originals. For instance, subtitles must adhere to precise timing 

constraints, with a minimum duration of five-sixths of a second and a maximum of seven 
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seconds per event. Translators must keep subtitles concise, typically limiting them to two 

lines with a maximum of 36 characters per line. Proper line breaks—occurring after 

punctuation or before conjunctions and prepositions—ensure a natural reading flow. 

Conversely, separating articles from nouns, adjectives from nouns, or subject pronouns 

from verbs is strictly prohibited, as such errors disrupt the viewer's experience. 

 

Positioning guidelines further reinforce accessibility and readability. Subtitles are 

generally center-justified and placed at the bottom or top of the screen, with exceptions 

for vertical positioning in Japanese subtitles. To maintain clarity, subtitles must avoid 

overlapping with on-screen text; when unavoidable, they should be strategically 

positioned in the least obstructive area. Consistency is another cornerstone of Netflix’s 

standards, with translators required to maintain uniformity across episodes and seasons by 

using consistency tables, such as KNPs or formality tables. 

 

Subtitles for plot-relevant text, including titles, dedications, and captions like “Based on 

True Events” or “In Loving Memory of…,” must adhere to language-specific style 

guidelines to ensure coherence. While currency amounts should retain their original 

format, brand names should be localized to align with the target territory’s common usage, 

enhancing relatability without sacrificing authenticity. 

 

By upholding these rigorous standards, Netflix ensures that subtitles are not merely 

functional tools but integral components of the viewing experience. These guidelines 

demonstrate Netflix's commitment to accessibility, linguistic precision, and cultural 

sensitivity, ultimately fostering global connectivity and inclusivity through its content. As 

streaming platforms continue to expand their reach, maintaining such high standards is 

crucial to bridging linguistic and cultural divides in an increasingly interconnected world. 

 

1.2.2 Challenges of Subtitling for a Multilingual Audience 

 

Subtitling for a global streaming platform like Netflix transcends the act of merely 

translating dialogue; it is a complex process that requires careful navigation of cultural 
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intricacies to deliver an authentic, immersive experience for diverse audiences. As Netflix 

continues expanding into new markets, the demand for high-quality subtitling grows, 

necessitating precision, cultural sensitivity, and technical expertise to create seamless 

viewing experiences for multilingual audiences. 

 

One of the foremost challenges in subtitling lies in preserving the cultural authenticity of 

the original content. Translating cultural references, humor, and idiomatic expressions 

demands not only linguistic skill but also a profound understanding of both the source and 

target cultures. Jokes, wordplay, and culturally specific elements often lack direct 

equivalents, requiring creative solutions to maintain their intent and impact (Díaz Cintas 

& Remael, 2007). Balancing fidelity to the source material with resonance in the target 

culture is a delicate act that defines successful subtitling. 

 

Cultural sensitivity is equally critical, as translators must avoid causing offense or 

misunderstanding while ensuring accuracy. Pedersen (2011) emphasizes the need for 

translators to rephrase or adapt content judiciously to reflect the spirit of the original while 

aligning with the norms and expectations of the target culture. This requires translators to 

deeply analyze context, as even seemingly straightforward phrases may carry different 

connotations depending on the cultural setting. Capturing these subtleties ensures the final 

product faithfully mirrors the original dialogue’s intent. 

 

Another challenge is the technical limitation of space and time in subtitles. Translators 

must distill complex ideas or lengthy conversations into concise, clear text that fits within 

the screen's confines without sacrificing meaning. The essence of the dialogue must be 

preserved, demanding both creativity and precision. Furthermore, Netflix’s specific 

guidelines on subtitle formatting, timing, and synchronization necessitate meticulous 

adherence to ensure compatibility across various devices and an uninterrupted viewing 

experience (Netflix, n.d.). 

 

Consistency across episodes or seasons also plays a pivotal role in creating a cohesive 

narrative experience. Translators often develop glossaries and style guides to maintain 
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uniformity in terminology, tone, and style throughout the content (Pedersen, 2011). This 

consistency enhances the viewer’s connection to the narrative and characters, preserving 

immersion. 

 

Lastly, the ever-evolving nature of language presents an ongoing challenge for translators, 

particularly when working on content for younger audiences or those rich in internet slang 

and pop culture references. Staying updated on contemporary linguistic trends is essential 

to ensure translations remain relevant and resonate with modern viewers. 

 

Ultimately, subtitling for platforms like Netflix is as much an art as it is a technical and 

linguistic endeavor. Translators must strike a balance between authenticity and 

accessibility, accuracy and cultural sensitivity, and creativity and technical precision. By 

doing so, they play a crucial role in breaking linguistic barriers and fostering cultural 

exchange, ensuring that global audiences can fully engage with the content in a way that 

feels both natural and inclusive. 

 

1.3 Netflix’s Subtitling Process 

 

1.3.1 Workflow and Tools in Netflix Subtitling 

 

Netflix employs a rigorous subtitling process to ensure the highest quality across 

all its translated content. Professional translators work from a detailed script, carefully 

translating dialogue while considering cultural intricacies, idiomatic expressions, and 

slang to make the content relatable to the target audience (Díaz Cintas & Remael, 2007). 

Once created, Netflix uses “timed text” to synchronize subtitles with the video’s audio, 

ensuring that dialogue flows naturally and viewers can easily follow the storyline. 

 

Additionally, Netflix offers a range of customization options, allowing viewers to adjust 

font size, color, and background, which enhances readability for individuals with visual 

impairments or specific preferences regarding subtitle appearance. 
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Netflix adheres to Web Content Accessibility Guidelines (WCAG), ensuring that its 

subtitles, including closed captions, are accessible to a wide audience. Localization plays 

a central role in Netflix’s subtitling strategy. By offering subtitles in over 25 languages, 

Netflix ensures its content is culturally and linguistically relevant to its global audience. 

Subtitling tools such as Annotation Edit, EzTitles, and Subtitle Edit streamline the 

subtitling workflow, enabling translators to meet the platform’s high-quality standards 

(Pedersen, 2011). 

 

1.3.2 Quality Control and Review in Netflix Subtitles 

 

Netflix strictly enforces quality control measures throughout its subtitling process 

to consistently meet high standards. It divides these measures into four main categories, 

each addressing a specific aspect of the production and localization workflow. 

 

The first type, Production quality control (QC), focuses on maintaining the integrity of the 

captured image. This phase is responsible for identifying and flagging technical issues 

such as lens flare, overexposure, or underexposure, ensuring that each take aligns with the 

intended creative and technical expectations (Netflix, n.d.). 

 

Next is QC Operations, a team that reviews transcoded material to safeguard the customer 

experience. Their primary objective is to detect and resolve potential issues that could 

negatively influence content consumption, such as incorrect file deliveries or technical 

errors that may degrade the overall viewing quality (Netflix, n.d.). 

 

Branded Content QC is another key aspect of Netflix’s quality control framework. This 

process ensures the technical quality of all Netflix Branded Content. The focus is on 

identifying and reporting any technical anomalies that might disrupt the accurate 

representation of the creative vision, thereby preserving the viewer’s experience (Netflix, 

n.d.). 
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Lastly, Localization QC guarantees the quality and consistency of translated content 

across multiple episodes and seasons. Localization QC specialists carefully review timed 

text assets, make necessary modifications, and categorize the reasons for these 

adjustments. This process ensures that subtitles adhere to style guides and maintain a high 

standard of translation fidelity and consistency throughout the platform (Netflix, n.d.). 

 

2. Translation Techniques in Subtitling 

 

2.1 Definition of Translation Techniques 

 

Translation techniques, as defined by Molina and Hurtado (2002), serve as 

analytical tools to understand and classify how equivalence functions in translation. These 

procedures focus on addressing specific challenges at a micro-textual level, such as 

sentences, clauses, and words, providing a systematic framework for linguistic transfer. 

By emphasizing the intricacies of meaning, cultural context, and pragmatics, translation 

techniques highlight the intricate balance between fidelity to the source text (ST) and the 

target text’s (TT) communicative effectiveness. 

 

Unlike broader approaches, translation techniques operate at a granular level to ensure 

accuracy and integrity. Vinay and Darbelnet’s (1958) pioneering work underscored how 

these choices directly influence both linguistic equivalence and the transmission of 

cultural meaning. For instance, a literal technique might prioritize direct equivalence, 

while modulation or adaptation might better convey cultural subtleties. This micro-level 

application complements broader decisions made through translation methods, which 

represent the overarching strategies guiding a translator’s work. 

 

Molina and Hurtado (2002) delineate translation techniques from two related categories. 

Translation methods encompass the translator’s overall approach, such as adhering closely 

to the ST through literal translation or localizing content to resonate with the target 

audience. Meanwhile, translation techniques are dynamic, situational procedures 

employed to resolve challenges during the translation process, such as interpreting 
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idiomatic expressions or culturally specific terms. Baker (2018) emphasizes how these 

strategies not only address linguistic barriers but also navigate cultural and contextual 

challenges in real time. 

 

In practice, multiple techniques often overlap within a single translation. A translator may 

combine literal translation for technical terms with modulation or compensation for 

culturally complex expressions. This complexity reflects the inherently interpretative 

nature of translation. Jakobson’s (1959) assertion that translation is “a form of 

interpretation” highlights the translator’s responsibility to consider both linguistic 

accuracy and cultural resonance. For instance, audiovisual translators adapting culturally 

specific insults might employ omission, euphemism, or compensation to align the 

expression’s impact with the target audience’s norms (Díaz Cintas & Remael, 2007). 

 

Ultimately, translation techniques are not mere linguistic tools but cultural mediators. 

They demand a deep understanding of the interplay between language and culture, as well 

as the ability to adapt techniques to the specific demands of each text. As Newmark (1988) 

noted, the goal is to achieve an “equivalence of effect,” ensuring that the TT evokes 

responses comparable to those of the ST audience. This dual focus on fidelity and 

functionality underscores the translator’s pivotal role as both a linguistic and cultural 

bridge, navigating the layered complexities of meaning across languages. 

 

Translation techniques are indispensable in the intricate process of rendering texts across 

linguistic and cultural boundaries. By distinguishing techniques from strategies and 

methods, translation studies illuminate the multi-dimensional nature of translation. Far 

from being a mechanical process, translation emerges as a deeply interpretative art, 

wherein the translator’s choices shape the text’s ability to resonate within its new cultural 

framework. 

 

2.1.1 Historical and Epistemological Review 



37  

Translation is not merely a process that begins once the translator fully 

comprehends the original text; it is integral to the act of understanding itself. Far from 

being a secondary step, translation is foundational, existing within an epistemological 

space that shapes what we can know, how we come to know it, and how we communicate 

this knowledge (Hanks, 2014). This intrinsic connection between translation and cognition 

underscores the complexity of rendering meaning across linguistic and cultural boundaries. 

 

Historically, translation has transcended its technical function to become a powerful 

cultural and political tool. As Lawrence Venuti (1995) illustrates, translators often operate 

under a veneer of invisibility, their work subtly shaped by dominant ideologies. 

Throughout history, translation has been wielded by political and religious institutions to 

dictate cultural exchange, selectively transmitting or suppressing knowledge. Ancient 

civilizations, for instance, used translation to reinforce power structures, choosing what 

was deemed worthy of transfer into another language. This practice continues today, 

particularly in subtitling, where societal norms compel translators to modify or omit 

culturally sensitive content, such as taboo language or insults (Díaz Cintas & Remael, 

2007). 

 

The epistemological dimension of translation reveals that it is not merely a technical 

conversion of words but an active construction and communication of knowledge. Antoine 

Berman (1984) addresses the “deformation” inherent in translation, particularly when 

handling culturally specific elements. Translators inevitably make subjective choices, 

altering meanings as they strive to balance fidelity to the source text with the expectations 

of the target audience. For example, insults, deeply embedded with cultural and emotional 

significance, present a unique challenge. Translators must navigate between linguistic 

precision and cultural sensitivity, often adapting or neutralizing terms to align with the 

target culture’s norms (Hatim & Mason, 1997). 

 

Viewed through this lens, translation is an interpretive act that shapes meaning and 

mediates knowledge across societies. It challenges the notion of universal translatability, 
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highlighting the subjectivity involved in perceiving and communicating ideas. As Mona 

Baker (2018) argues, culturally charged content such as insults exemplifies the 

complexities of translation, as their connotations and emotional impacts vary widely 

between cultures. This interpretive act forces us to confront the limitations of 

understanding across linguistic divides, emphasizing the critical role of translators in 

navigating these gaps. 

 

Hanks’s (2014) conception of translation as an epistemological tool extends beyond the 

text, implicating the translator in ethical decisions about what is appropriate for the target 

audience. These decisions, particularly around controversial topics such as offensive 

language, shape how the source material is perceived. Scholars like Mona Baker (2006) 

and Susan Bassnett (2002) have examined how translations reflect and reinforce power 

dynamics, positioning translators as gatekeepers of cultural exchange. By determining 

which elements to preserve or adapt, translators do not merely convey meaning—they 

produce knowledge, often crafting interpretations that diverge from the source text. 

 

Ultimately, translation is a profoundly subjective and interpretive process that mediates 

between cultures and constructs meaning. It is a site where linguistic, cultural, and ethical 

considerations converge, revealing the intricate dynamics of power, perception, and 

communication. Far from being a neutral act, translation is a transformative one, shaping 

how societies understand and engage with one another across linguistic and cultural 

boundaries. 

 

2.1.2 Subtitling Translation: Definition and Challenges 

 

Subtitling is a multifaceted process that involves converting spoken dialogue into 

text displayed on the screen, primarily aimed at deaf and hard-of-hearing audiences or 

viewers unfamiliar with the language of the audiovisual content. When subtitles are 

translated into another language, the task becomes even more intricate, requiring the 

subtitler to preserve the essence of the source language while ensuring synchronization 
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with the original dialogue. This dual task—subtitling and translation—demands precision, 

creativity, and adaptability to meet both technical and linguistic requirements. 

 

The subtitling process is inherently challenging, constrained by spatial and temporal 

limitations that force translators to condense dialogue without sacrificing meaning or 

narrative flow. These restrictions necessitate innovative strategies to ensure subtitles 

remain readable and aligned with the audiovisual content. Moreover, subtitlers must 

navigate three interrelated challenges: technical, cultural, and linguistic. Technical 

challenges stem from screen size, font legibility, and the synchronization of subtitles with 

speech and visual cues. These factors demand meticulous attention to detail to ensure 

subtitles do not distract from the viewing experience. 

 

Cultural challenges add another layer of complexity, as subtitlers must adapt references, 

idioms, and culturally specific expressions to resonate with the target audience while 

maintaining the authenticity of the source material. This process requires a deep 

understanding of both source and target cultures, as well as the ability to bridge cultural 

gaps without losing the intended impact. Linguistic challenges further complicate 

subtitling, as translators grapple with grammar, syntax, and language-specific intricacies. 

The task becomes especially demanding when dealing with wordplay, idiomatic 

expressions, or emotionally charged dialogue that must retain its power in the target 

language. 

 

Subtitling is more than a technical exercise; it is a creative act that balances accessibility, 

cultural exchange, and linguistic fidelity. Translators must make deliberate choices that 

prioritize audience comprehension while preserving the artistic and narrative integrity of 

the audiovisual work. Ultimately, subtitling exemplifies the intersection of technology, 

language, and culture, serving as a crucial medium for bridging linguistic divides and 

fostering global communication. As audiovisual content continues to reach broader 

audiences, the role of subtitling will remain essential, evolving to meet the demands of an 

increasingly interconnected world. 
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2.1.2.1 Technical Challenges 

 

Subtitling poses significant technical challenges, primarily due to limitations in 

space, time, and positioning. The space constraint restricts subtitles to a maximum of 35 

characters per line, with no more than two lines displayed at a time (Díaz Cintas & Remael, 

2007). This necessitates the careful selection and condensation of words, requiring 

translators to distill complex dialogue into concise, readable subtitles. However, this 

brevity often results in the omission of subtle expressions or cultural references, 

potentially diminishing the audience’s full understanding of the original content. The 

delicate balance between readability and fidelity underscores the intricacy of subtitle 

creation. 

 

Time constraints further complicate the task. Subtitles are displayed for a maximum of six 

seconds, compelling translators to condense dialogue while preserving meaning and 

clarity (Pedersen, 2011). This temporal limitation forces translators to prioritize essential 

information over secondary details, demanding a high level of skill in word choice and 

dialogue restructuring. The challenge lies not only in ensuring accuracy but also in crafting 

subtitles that audiences can process quickly without losing the flow of the audiovisual 

content. 

 

Positioning on the screen adds another layer of complexity. Subtitles are traditionally 

placed at the bottom center of the screen within a defined space—720 pixels wide by 576 

pixels high—and positioned at least 10% away from the frame edges to avoid obstructing 

visual elements (Díaz Cintas & Remael, 2007). This placement must strike a balance 

between visibility and unobtrusiveness, ensuring that subtitles enhance rather than detract 

from the viewer’s experience. Proper positioning is crucial to maintaining a seamless 

integration of text and image, enabling the audience to focus on both the visuals and the 

dialogue. 

 

These technical challenges highlight the intricacies of subtitling as a craft that demands 

both precision and creativity. Translators must navigate constraints in space, time, and 
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positioning while striving to preserve the integrity and emotional resonance of the original 

content. Ultimately, subtitling is not merely a technical endeavor but an art form that 

shapes how audiences engage with audiovisual narratives across linguistic and cultural 

boundaries. As technology advances and global media consumption evolves, the need for 

innovative solutions to these challenges becomes ever more pressing, reaffirming 

subtitling's role in promoting accessibility and cross-cultural communication. 

 

2.1.2.2 Cultural Challenges 

 

Cultural elements introduce additional complexities in subtitling, as translators 

must navigate terms related to customs, activities, and unique concepts that may not have 

direct equivalents in the target language (Gottlieb, 2001). Subtitlers need to consider these 

cultural differences to provide an enjoyable and accurate viewing experience for 

audiences from diverse backgrounds. Understanding the distinct set of values, customs, 

and expressions of each culture is essential in preserving the integrity of the content (Díaz 

Cintas & Remael, 2007). 

 

Humor is one of the most challenging cultural elements to translate. The subtleties of 

humor often rely on wordplay, cultural references, or allusions that may not easily 

translate across languages (Chiaro, 2009). In many cases, the humor in a television series 

or film is more important than the literal meaning of the dialogue. This can pose a 

significant challenge for subtitlers, who must find equivalent expressions in the target 

language that preserve the intended comedic effect. Translators often overlook implicit 

humor or fail to find appropriate equivalents because the source culture deeply embeds 

the humor. 

 

Similarly, taboo and swear words challenge subtitlers because of their culturally specific 

meanings. Subtitlers may retain certain taboo expressions in some subtitles, but they often 

omit or alter them in others to align with the norms of the target culture (Díaz Cintas & 

Remael, 2007). For instance, one culture may accept certain language that another culture 
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finds highly offensive, compelling subtitlers to make delicate decisions about retaining or 

modifying such expressions. 

 

2.1.2.3 Linguistic Challenges 

 

Subtitlers also face considerable linguistic challenges, particularly when dealing 

with idiomatic expressions, diction, humor, and pragmatic meanings. Translating idioms 

is particularly difficult. Their meanings are often tied to specific cultural contexts and do 

not always have direct equivalents in the target language (Baker, 2018). For example, 

idiomatic phrases that are deeply rooted in the source culture may lose their significance 

or relevance when translated literally, requiring creative solutions that preserve both the 

intent and tone of the original dialogue. 

 

Overall, subtitlers must navigate these technical, cultural, and linguistic challenges to 

produce subtitles that are not only accurate but also resonate with audiences across 

different cultures and languages. Through careful attention to word choice, cultural 

sensitivity, and time constraints, subtitlers play a crucial role in bridging linguistic divides 

in audiovisual media. 

 

2.2 Types of Translation Techniques Used in Subtitling 

 

Translation techniques according to Molina and Albir (2002) are a method used to 

analyze and classify how a translation is commensurate with the source text. This 

translation technique has five characteristics, namely 1) influencing the result of the 

translation, 2) classified by comparison, 3) influencing the micro units in the text, 4) 

naturally discursive and contextual or not interrelated but based on certain contexts, and 

5) is functional. According to Molina and Albir (2002; 510) are classified into 18 types of 

techniques, these are adaptation, amplification, borrowing, calque, compensation, 

description, discursive creation, establish equivalent, generalization, linguistic 

amplification, linguistic compression, literal translation, modulation, particularization, 

reduction, substitution, transposition, and variation. 
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2.2.1 Amplification and Description for Clarity 

 

Amplification is a translation technique that involves introducing additional details 

or information that may not be explicitly formulated in the source language. This can be 

done by adding words, paraphrasing, or providing footnotes to clarify the translation and 

ensure that the target audience fully understands the text. In subtitling, amplification is 

particularly valuable for conveying the intended message clearly, especially when terms 

or concepts in the source language lack direct equivalents in the target language (Molina 

& Hurtado Albir, 2002). 

 

This technique is commonly used in literary and academic translations to provide context 

or explain unfamiliar terms. However, its relevance is amplified in the context of 

audiovisual translation, where space and time constraints are inherent challenges. Despite 

these limitations, it is crucial for the message to remain accurate and accessible. 

Amplification ensures that even within these constraints, essential intricacies are not lost. 

According to Molina and Hurtado Albir (2002), amplification contrasts with reduction, as 

the former adds details to enhance understanding while the latter condenses information 

to simplify the message. 

 

A typical scenario where amplification is necessary arises in the translation of idiomatic 

expressions. Idioms often do not have direct equivalents in other languages and may lose 

their intended meaning if translated literally. For instance, the English idiom “He’s the 

black sheep of the family” would need amplification when translated into Spanish: “Él es 

el miembro de la familia que es diferente a los demás.” In this case, additional words are 

required to fully convey the concept, as the Spanish language lacks a direct equivalent that 

captures the idiom’s metaphorical meaning. 

 

Amplification also comes into play when translating culturally specific items, such as 

proper names or traditional dishes. For example, when translating the Indonesian dish 

“gado-gado,” simply retaining the original term would be insufficient for audiences 

unfamiliar with Indonesian cuisine. Instead, amplification would involve adding an 
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explanation such as “It is a popular Indonesian salad dish” to ensure that the audience 

understands the cultural reference. This technique not only bridges linguistic gaps but also 

aids in cultural transference, providing clarity while maintaining the authenticity of the 

source material (Díaz Cintas & Remael, 2007). 

 

The application of amplification varies depending on the medium and the target audience. 

In audiovisual translation, particularly in subtitling for films or television series, 

amplification is often achieved through explanatory subtitles or notes that clarify cultural 

references or specialized terms. However, translators must carefully balance clarity with 

the need to preserve the natural flow of dialogue. Overusing amplification can disrupt the 

narrative, making the subtitles cumbersome and distracting for the viewer (Pedersen, 

2011). Therefore, while amplification serves as a useful tool, translators must employ it 

judiciously to avoid compromising the viewing experience. 

 

In some cases, amplification involves explicative paraphrasing, where information 

implicit in the source language is made explicit in the target language. This approach is 

particularly helpful when translating for audiences unfamiliar with certain cultural or 

contextual references. By making the implicit explicit, the translator ensures that the 

content remains accessible to the target audience while preserving the integrity of the 

original message. The goal is to strike a balance between enhancing the audience's 

understanding and maintaining the intended meaning of the source text (Baker, 2018). 

 

Amplification is a critical technique in translation, particularly in contexts like subtitling, 

where maintaining both clarity and cultural relevance is paramount. By carefully adding 

details, paraphrasing, or providing necessary explanations, translators can overcome 

linguistic and cultural barriers to create a more comprehensible and culturally sensitive 

translation. 

 

2.2.2 Compensation and Reduction in Subtitles 
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Compensation is a technique used when it is impossible to replicate a stylistic 

effect or piece of information from the source language in the same position in the target 

text. In subtitling, this is often necessary due to constraints of space and time, requiring 

the translator to introduce the omitted element elsewhere. For example, if the translator 

cannot directly translate a joke or cultural reference within the subtitle's time limit, they 

may convey a similar humorous or culturally appropriate comment during another 

moment in the dialogue, capturing the original tone and intent. 

 

Reduction, on the other hand, involves deliberately condensing the source language 

content. This technique removes nonessential details or simplifies the information to fit 

the subtitle's spatial and temporal limitations. As Molina (2002) explains, reduction is the 

opposite of amplification, as it minimizes certain elements that are either redundant or 

implied within the target culture, ensuring the core meaning is still conveyed without 

overwhelming the viewer with excessive detail. 

 

One example of compensation in subtitles occurs when translating idiomatic expressions 

or cultural references that have no direct equivalent in the target language. For instance, 

the English phrase “She opened a Pandora’s box” can be translated into Spanish as “Ella 

destapó una caja de sorpresas”. Although the cultural reference has changed, the original 

meaning remains intact through a different metaphor familiar to the target audience. 

 

In contrast, reduction can be seen when a source sentence is too long to fit within the 

subtitle’s character limit. For instance, the English sentence “The seminar covered a wide 

range of topics from technology to leadership skills” can be reduced in Spanish to “El 

seminario abarcó temas de tecnología y liderazgo.” Here, the phrase “a wide range of 

topics” is condensed to “temas”, while the essential message remains clear to the viewer. 

 

Compensation and reduction are often used together in subtitling, with translators 

reducing one part of the text to accommodate a compensated element elsewhere. This 

balance ensures both the style and content of the original are reflected, despite the 

constraints of the subtitle format. 
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Both techniques require a deep understanding of the cultural and linguistic complexities 

of both the source and target languages. Compensation often demands creativity, as the 

translator must adapt the content in a way that resonates with the target audience while 

remaining faithful to the original. Reduction, meanwhile, requires critical decision- 

making about which elements of the original can be omitted without losing the core 

message. 

 

Compensation is closely related to techniques like modulation, where the form of the 

message is changed to suit the target language, and adaptation, where cultural references 

are adjusted to be more relevant to the target audience. Reduction often pairs with 

generalization, as translators may need to simplify or generalize specific terms that are too 

complex or culturally bound to translate accurately within the confines of a subtitle. 

 

2.2.3 Compensation for Cultural References 

 

Cultural elements present a significant challenge in translation, especially when 

they cannot be directly transferred into the target language due to differences in cultural 

context, norms, or the absence of equivalent terms. In subtitling, this challenge is 

heightened by space and time limitations, requiring translators to find creative ways to 

convey the same cultural significance or emotional impact without translating the cultural 

reference verbatim. 

 

Cultural references can include idiomatic expressions, historical events, famous 

personalities, traditional customs, or other elements deeply embedded in the source 

culture. When these references fail to resonate with the target audience, translators must 

adapt or replace them with cultural equivalents that are more familiar to the audience or 

offer additional clarifications. 

 

2.2.4 The Significance of Subtitling 
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Subtitling for the deaf and hard of hearing (SDH) plays a crucial role in ensuring 

accessibility to both essential information and entertainment for individuals with hearing 

impairments. SDH subtitles enable these audiences to fully engage with films, television 

shows, and series by providing a written form of auditory information. This inclusion 

fosters a broader, more inclusive audience by allowing those who might otherwise be 

excluded to appreciate the narrative, emotions, and variations of the content. 

 

Moreover, subtitles are not only valuable for individuals with hearing impairments; they 

also significantly enhance accessibility for speakers of other languages. Streaming 

platforms such as Netflix and Amazon Prime have adopted subtitling practices that allow 

viewers from different linguistic backgrounds to enjoy content in their native language. 

Subtitles thus facilitate a deeper understanding of the dialogue and context, helping 

viewers relate to the discourse more effectively. For instance, when a film is presented in 

a language that differs from the viewer’s native tongue, subtitles bridge the linguistic gap, 

enabling audiences to grasp the subtleties of character interaction and plot development 

(Díaz Cintas & Remael, 2007). The presence of well-crafted subtitles allows diverse 

audiences to fully engage with media content, thereby extending its reach and impact. 

 

 

 

2.3 Application of Translation Techniques in Netflix Subtitles 

 

As one of the world’s leading entertainment platforms, Netflix provides a vast 

array of shows and movies to global audiences, and subtitles are central to this effort. 

Subtitling for a multilingual audience, however, requires more than just converting spoken 

words into another language. Translators must thoroughly understand each scene, 

including the dialogue, emotions, and narrative flow, to effectively capture the intended 

meaning in the subtitles. Key factors such as character dynamics, cultural context, and 

background information all influence how subtitles are crafted to ensure that they resonate 

with viewers (Pedersen, 2011). 
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Maintaining consistency in tone and style across subtitles is essential to preserving the 

immersive experience. A coherent approach ensures that viewers remain fully engaged 

with the storyline, without distractions caused by abrupt shifts in translation quality or 

style. The challenge for translators is to balance the literal translation of the dialogue with 

the need to convey the original tone, mood, and intention of the content, all while adhering 

to the technical constraints of subtitle length and timing. 

 

2.3.1 Handling Culture-Specific Items (CSIs) 

 

Cultural-specific items (CSIs), such as references to local customs, idiomatic 

expressions, and culturally bound jokes, are integral to the richness of storytelling but 

often pose significant challenges for translators. These elements require a deep 

understanding of both the source and target cultures to ensure that translations remain 

faithful to the original content while being understandable to the target audience. Adapting 

these cultural references is crucial, as a literal translation may obscure the meaning or 

cause confusion. 

 

Translators often collaborate with other professionals and subject-matter experts to ensure 

the highest quality of translation for CSIs. This collaborative process includes peer review, 

which allows translators to refine their work based on constructive feedback, identify 

inconsistencies, and address potential misunderstandings before the final product is 

released (Díaz Cintas & Anderman, 2009). Through this method, the accuracy and cultural 

sensitivity of the translation are enhanced, ensuring that the audience's experience remains 

seamless. 

 

2.3.2 Dealing with Humor and Wordplay in Subtitling 

 

Translating humor and wordplay presents one of the most intricate challenges in 

subtitling due to the specific connotations, cultural references, and linguistic features that 

may not have direct equivalents in the target language. Humor often relies on puns, 

metaphors, and sarcasm, which may not translate easily into another language without 
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losing their impact or meaning (Chiaro, 2010). Therefore, translators must navigate these 

linguistic subtleties with great skill, employing creative solutions to preserve the humor's 

richness and depth. 

 

Cultural sensitivity is especially critical when dealing with humor, as jokes that disregard 

cultural norms or sensitivities can lead to misinterpretations or even offense. Translators 

must conduct thorough research into the cultural context of the source material, ensuring 

that their translations respect the target culture's values while maintaining the original 

content’s humor (Pedersen, 2011). Consulting native speakers and cultural experts can 

further aid translators in avoiding potential pitfalls and ensuring the humor resonates 

appropriately with the audience. By adopting these strategies, Netflix and other streaming 

platforms can effectively deliver content that transcends cultural and linguistic 

boundaries, engaging a diverse, global audience. 

 

3. Insults in American English 

 

Insults are an integral part of everyday language, frequently appearing in casual 

conversations, social interactions, and across various forms of media, including movies, 

television shows, and social media. According to Pinker (2008), insults, specifically those 

involving swearing, can be categorized into distinct types based on their linguistic and 

social functions. Swearing serves multiple roles in communication, ranging from 

expressing emotions to enhancing social bonds or even shocking and offending others. 

These types of swearing, each with its own purpose and impact, reflect the versatility of 

offensive language in American English. 

 

3.1 Linguistic Structures of Insults 

 

This subsection explores the different ways in which insults function linguistically, 

drawing on key theories from scholars like Ávila-Cabrera (2016), Steven Pinker (2008) 

and Tony McEnery (2005) to categorize the various types of swearing, each fulfilling 

distinct roles within social and linguistic interactions. For example, Ávila-Cabrera (2016) 
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identifies two categories, one is Offensive in which are three subcategories: Abusive 

Swearwords, Expletives and Invectives. The second category is Taboo. 

 

Abusive swearwords are offensive, disrespectful, or insulting terms that often carry 

metaphorical curses. These expressions can be categorized into four distinct types, each 

reflecting a unique aspect of linguistic aggression. 

 

The first type, cursing, involves invoking a higher power, frequently in a ritualistic 

manner, with the intention of inflicting harm or expressing frustration. Interestingly, 

cursing does not always rely on explicit foul language to convey its potency. For example, 

the phrase “Goddamn you!” exemplifies this type of verbal aggression, blending spiritual 

invocation with strong intent. 

 

Another dimension of abusive language lies in its derogatory tone. Here, swearwords are 

employed to express disdain, criticism, or contempt. Phrases such as “that was a shitty 

excuse” illustrate this use, where the choice of words underscores the speaker’s negative 

judgment. Similarly, statements like “This is a shitty piece of work” or “I’m sick of 

fucking hearing it” highlight the role of coarse language in amplifying the emotional 

weight of criticism. 

 

The third type, insults, is perhaps the most direct form of abusive language. These 

expressions are crafted with the explicit intention of verbally attacking or offending 

someone. For instance, phrases like “Fuck you, maniac” or “A real fucking animal” 

showcase the raw and confrontational nature of insults, where the aim is to demean or 

provoke. 

 

Lastly, oaths represent a different facet of abusive language. While oaths often signify 

formal promises, they can also take the form of metaphorical curses, expressing intense 

emotions or commitments in a loose, dramatic manner. A common example is “I swear 

on my mother’s eternal soul,” where the oath blends hyperbole with an underlying curse- 

like intensity. 
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These categories demonstrate the multifaceted nature of abusive swearwords and their 

intricate roles in communication. 

 

Expletives are words or phrases commonly used to express strong emotions such as anger, 

frustration, joy, or surprise. Rather than being directed at a specific individual, these 

expressions act as an emotional release for the speaker in reaction to a particular situation. 

A key category of expletives includes exclamatory swearwords or phrases, which are 

employed to convey intense feelings during moments of stress, frustration, or surprise 

without addressing anyone directly. Examples of such exclamations include “Shit!”, 

“Fuck!”, “Holy shit!”, and “Fucking hell!”. 

 

An invective is a more refined form of insult, often used in formal or indirect contexts. 

Unlike conventional swearwords, invectives avoid overtly offensive language, instead 

relying on irony, wit, and wordplay to convey disrespect in a subtle manner. This detailed 

approach enables the speaker to express disdain without resorting to vulgarity. A key type 

of invective includes subtle insults, which deliver disparagement in an understated way. 

Examples of such expressions include “You’re a real piece of work,” “Check out the big 

brain on Brett,” and “It’s the one job basically any woman can get.” 

 

Taboo language encompasses a broad spectrum of offensive expressions and can be 

categorized into ten distinct subcategories. The first is profane or blasphemous language, 

which involves swearing that disrespects sacred entities. While profanity conveys 

irreverence and does not necessarily target religious figures like “God” or “Jesus,” 

blasphemy specifically insults religion or objects of religious significance (Wajnryb, 

2005, as cited in Ávila-Cabrera, 2016). Examples include “Jesus Christ” and “Goddamn.” 

Another subcategory includes animal terms, which use animal names in a derogatory 

sense, such as “Bitch,” “Pig,” and “Ass.” Ethnic, racial, or gender slurs, deeply offensive 

expressions targeting specific social or cultural groups, form a third category, with 

examples like “Nigger,” “Fag,” and “Dago.” A fourth subcategory involves references to 
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psychological or physical conditions, often mocking or belittling physical or mental health 

issues, such as “Retard” or “Lard ass.” 

 

Taboo language also includes references to sexual acts or anatomy, with examples like 

“Blow job” or “Cunt.” Another category pertains to urination or scatological references, 

such as “I gotta take a squirt” or “Shit.” Filth, characterized by graphic or revolting 

descriptions, is another subcategory, with expressions like “You shit in your pants and 

dive in and swim.” Terms related to drugs or excessive alcohol consumption, such as “Joe 

the Pot Man,” are also considered taboo. Additionally, language suggesting violence, like 

“I’m gonna fucking blow you away,” and references to death or killing, such as “He was 

gonna blow you to hell,” complete this classification of taboo expressions. 

 

Pinker (2008) identifies five primary types of swearing, each serving a distinct 

communicative purpose in everyday interactions. Dysphemism swearing is deliberately 

used to offend or shock the listener, employing abrasive or unsettling language to provoke 

negative reactions or discomfort. An example is, “What the hell is wrong with you?!” 

Abusive swearing, on the other hand, specifically targets an individual’s character, 

intelligence, or appearance, aiming to diminish their self-esteem or social standing. An 

example of this type is, “Stupid idiot, bastard.” 

 

Idiomatic swearing is employed casually in social settings to foster camaraderie or 

familiarity among individuals. Unlike dysphemistic or abusive swearing, it lacks malice 

and is not intended to insult but rather to bond, as in, “That was fucking awesome!” 

Emphatic swearing is used to intensify or emphasize the emotional weight of a statement, 

adding urgency or importance, such as, “I am so damn tired!” Finally, cathartic swearing 

serves as an emotional release in response to sudden pain, frustration, or anger, allowing 

individuals to cope with stress or discomfort through verbal expression, exemplified by, 

“Oh, shit!” after stubbing a toe. 

 

These five categories illustrate how swearing is strategically employed by speakers to 

convey a wide range of emotions and reactions, depending on the context (Pinker, 2008). 
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McEnery (2005) provides a detailed categorization of the syntactic and pragmatic roles of 

insults in English, illustrating the versatility and adaptability of swearing across various 

linguistic contexts. Insults often function as predicative negative adjectives, expressing 

disapproval or negative evaluations, as seen in examples like “The film is shit.” They can 

also serve as adverbial boosters, intensifying the degree of an adjective or action, such as 

in “He is fucking huge.” Cursing expletives, aimed directly at individuals to convey anger, 

hostility, or frustration, include examples like “Fuck you.” Another usage is destinational 

swearing, where harsh or aggressive instructions are given, such as “Fuck off.” 

 

Swearing may act as emphatic adverbs or adjectives, heightening the intensity of actions 

or descriptions, as in “She fucking did it.” Figurative extensions of literal meanings create 

new expressions that convey humor or irony, like “To fuck about.” Swear words also 

appear in idiomatic set phrases, which hold fixed idiomatic meanings, such as “I don’t 

give a fuck.” General expletives are used in spontaneous reactions to convey surprise or 

shock, as seen in “Shit, bro.” Additionally, swearing functions as premodifying 

intensifiers of negative adjectives, magnifying criticism, as in “You’re such a fucking 

racist.” 

 

Further roles include pronominal forms with undefined referents, expressing frustration 

or targeting an unspecified subject, such as “It’s a fucking joke.” Religious oaths used for 

emphasis, like “Jesus, he is so stupid,” invoke sacred terms to intensify strong emotions, 

aligning with swearing's expressive function. Together, these classifications by McEnery 

(2005) and Pinker (2008) underscore the complexity of swearing and insults as linguistic 

phenomena. They highlight swearing's role as a dynamic tool for expressing emotions, 

shaping social interactions, and enhancing communication, making it a distinct and 

culturally embedded feature of human language. 

 

Swearing’s role in communication is more than just about offending; it involves context, 

tone, and intent, transforming how speakers and listeners engage with one another. These 

categorizations emphasize the multifaceted nature of insults and swearing, positioning 
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them as dynamic elements of language with a wide range of social, emotional, and 

pragmatic functions (McEnery, 2005; Pinker, 2008). 

 

Table 1 

Comparative table of swearing taxonomies by Pinker (2008) and McEnery (2005) 
 

Category Pinker (2008) McEnery (2005) 

Dysphemism 

swearing 

Swearing used to offend or 

shock, intended to provoke a 
negative emotional response. 

Not explicitly categorized, though 

similar to Cursing Expletive (used to 
convey anger or hostility). 

Abusive swearing Targets an individual’s 

character,  intelligence, or 

appearance to diminish their 

self-esteem. 

Comparable to Predicative Negative 

Adjective, which expresses 

disapproval or negative evaluation. 

Idiomatic swearing Used casually to create 

familiarity or camaraderie, 

devoid of malicious intent. 

Related to Idiomatic ‘Set Phrase’, 

which are fixed phrases used in 

various contexts. 

Emphatic swearing Enhances the intensity or 

emotional weight of a 
statement. 

Similar to Emphatic 

Adverb/Adjective, where swearing 
intensifies a statement or description. 

Cathartic swearing Used as an emotional release 

in response to pain, 

frustration, or anger. 

No direct equivalent in McEnery's 

taxonomy, though General 

Expletives  could  serve  a  similar 
function. 

Predicative 

negative adjective 

Not explicitly covered. Swearing used as negative adjectives 

to express disapproval or negative 

evaluations. 

Adverbial booster Not explicitly covered. Swearing functions as an adverb, 
intensifying adjectives or actions. 

Cursing expletive Not explicitly covered. Direct offensive expressions aimed 
at a person to convey hostility. 

Destinational usage Not explicitly covered. Swearing used to tell someone to go 

somewhere in a harsh manner (e.g., 

“Fuck off”). 

Figurative 

extension of 
meaning 

Not explicitly covered. Swear words take on figurative 

meanings, often creating humorous 
or ironic expressions. 

Premodifying 

intensifying 

adjective 

Not explicitly covered. Swear words used as premodifiers to 

intensify negative adjectives (e.g., 
“You’re such a fucking racist”). 

Pronominal form 

with undefined 

referent 

Not explicitly covered. Swearing with an undefined or 

ambiguous  referent,  expressing 
general frustration. 
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Religious oaths 

used for emphasis 

Not explicitly covered. Religious terms used to emphasize 

emotions, functioning similarly to 

traditional swearing. 

 

Pinker (2008) emphasizes the emotional and social roles of swearing, such as its use in 

bonding, expressing frustration, or releasing tension, illustrated through categories like 

Cathartic and Emphatic Swearing. In contrast, McEnery (2005) offers a more syntactic 

and pragmatic perspective, examining how swear words function as adjectives, adverbs, 

and within fixed expressions or idioms. Together, these analyses highlight the 

multifaceted nature of swearing, encompassing both emotional expression and linguistic 

structure. 

 

Both scholars illustrate that swearing is a versatile linguistic tool that operates within 

different contexts to fulfill a variety of communicative purposes, ranging from emotional 

expression to reinforcing social dynamics. 

 

 

3.1.1 Grammatical Patterns in Insults 

 

 

Swear words exhibit a high degree of grammatical flexibility, allowing them to 

function in various syntactic roles within sentences. According to Andersson and Trudgill 

(1990), despite the relatively small pool of taboo concepts and terms, these words can be 

combined with other lexical items to form complex expressions. Swear words appear not 

only as isolated exclamations but also as compound words, fixed phrases, and idiomatic 

expressions, highlighting their versatility and adaptability across various linguistic 

structures. This versatility highlights how swearing serves both linguistic and social 

functions, depending on the context in which it is used. 

 

Standalone utterances represent one of the most common grammatical patterns for 

swearing. In this context, swear words function as expletives or abusive expressions, 

standing alone to convey intense emotions such as anger, surprise, or frustration 

(Andersson & Trudgill, 1990). These utterances serve a cathartic role by providing an 
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immediate emotional release. For example, phrases like “shit!”, “Jesus Christ!”, “you 

bastard!”, or “god damn you!” are often used in spontaneous outbursts that do not require 

further syntactic elaboration. Their primary function is to express a visceral reaction to a 

situation. 

 

Swear words also appear as 'adsentences', which are loosely connected to the main clause 

of a sentence. This pattern allows for additional emotional emphasis, as the swear word 

either precedes or follows the main sentence (Jay, 2000). The adsentence structure is 

typically used to underscore a reaction or emotion related to the content of the primary 

clause. For example, in “Shit, I forgot all about it,” the swear word introduces the sentence, 

reflecting the speaker's frustration or surprise. Similarly, in “I’m late again, damn!” the 

expletive at the end reinforces the speaker's annoyance or regret. 

 

Another grammatical role that swearwords often take is that of key components within a 

sentence, where they function as subjects, verbs, adverbs, or adjectives. In these cases, 

swear words become an integral part of the sentence's structure, modifying the meaning 

or tone of the utterance (Pinker, 2008). For instance, in “That stupid bastard came to see 

me,” the swear word “bastard” serves as the subject of the sentence, directly insulting the 

person being referenced. Similarly, “He fucks everything” uses the swear word “fucks” 

as a verb to emphasize the action being described, while “She drives like a damn lunatic” 

uses “damn” as an adverb to intensify the description of the subject’s behavior. 

Some languages incorporate swear words into the morphological structure of other words, 

using them as prefixes, suffixes, or even infixes. This process of word formation creates 

compound or derivational terms that blend the taboo element with other lexical items, 

resulting in expressions that often carry intensified or humorous connotations. For 

example, in Swedish, the word “skitbra” combines “skit” (meaning “shit”) with “bra” 

(meaning “good”) to form a colloquial expression equivalent to “really good” (Goddard, 

2015). Similarly, “bilbelvet” in some languages combines “bil” (car) with “belvet” (hell), 

illustrating how swear words can enhance or modify other terms to create new, 

contextually appropriate expressions. 
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Swear words exhibit remarkable grammatical adaptability, appearing in various syntactic 

roles and forming complex, context-specific expressions. Their ability to function as 

standalone exclamations, sentence modifiers, or integral grammatical components allows 

speakers to modulate the intensity and tone of their speech, depending on the social and 

emotional context. This flexibility not only underscores the linguistic richness of swearing 

but also highlights its social utility in managing interpersonal dynamics and emotional 

expression. 

 

 

3.1.2 Use of Intensifiers and Modifiers 

 

 

Swear words are remarkably grammatically versatile, capable of functioning as 

primary or secondary predicates, objects, modifiers, and intensifiers (Napoli & Hoeksema, 

2009). The use of intensifiers and modifiers is crucial in amplifying the emotional impact 

of an expression or refining the meaning of an insult. These linguistic elements make 

language more expressive, vivid, and emotionally charged, enabling speakers to convey 

strong emotions such as aggression, frustration, or passion with enhanced clarity and 

precision. 

 

Intensifiers play a pivotal role in swearing by amplifying the emotional weight of a 

statement. Often functioning as adverbs, they precede adjectives or verbs, heightening the 

intensity of the expression. In the context of swearing, intensifiers transform simple 

phrases into powerful emotional outbursts, elevating the tone and making insults more 

impactful. For instance, adding an intensifier like “fucking” to a sentence significantly 

increases the emotional stakes, turning a mild criticism into a forceful condemnation. As 

Culpeper (2011) notes, intensifiers amplify the perceived severity of an insult, making the 

language more aggressive and direct. Examples include “You’re fucking annoying” or 

“That was so stupid.” 

 

While intensifiers heighten emotional force, modifiers add specificity and detail to insults. 

These do not necessarily increase intensity but sharpen the insult’s focus, making it more 
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targeted and descriptive. Modifiers specify the nature of the criticism, enhancing its 

precision and allowing the speaker to highlight particular traits or actions they aim to 

disparage. For example, phrases like “stupid bastard” or “lazy idiot” specify the criticism, 

making it more cutting. Examples include “You’re a stupid bastard,” “That was a pathetic 

excuse,” and “You lazy idiot.” 

 

Nouns can also serve as powerful modifiers, reinforcing the derogatory nature of an insult. 

These nouns often refer to worthless or negative objects, intensifying the criticism and 

adding vivid imagery to degrade the target. Examples include “You lazy piece of shit,” 

“You lying sack of crap,” and “You dirty rat.” 

 

The effectiveness of intensifiers and modifiers can be seen in their ability to transform 

basic statements into vivid, emotionally charged expressions. Without these linguistic 

tools, insults can seem mild or vague. However, their inclusion turns simple criticisms 

into forceful, precise attacks. For example, “That’s stupid” becomes “That’s really stupid” 

with an intensifier like “really,” or “That’s fucking stupid” with the addition of “fucking.” 

Similarly, modifiers sharpen the insult, as in “You’re an idiot” versus “You’re a lazy idiot” 

or “You’re a complete idiot.” Combining intensifiers and modifiers, such as “You’re a 

fucking lazy idiot,” creates multilayered insults that are both forceful and precise. 

 

In conclusion, intensifiers and modifiers are essential in shaping the emotional impact, 

specificity, and clarity of insults. They enable speakers to convey feelings with heightened 

intensity and precision, transforming ordinary insults into powerful expressions that 

resonate more strongly with the listener. As Culpeper (2011) highlights, these tools are 

fundamental to the art of swearing, enhancing both the communicative effectiveness and 

emotional power of the language used. 

 

 

3.2 Cultural and Social Context of Insults 

 

 

Insults are not merely collections of offensive words or sentences; they are deeply 

culture-dependent speech acts that vary significantly based on context. The speaker 
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typically modifies the propositional content of an insult to fit the social and contextual 

requirements of the given situation. According to scholars such as Jucker (2000) and 

Gabriel (1988), insults must produce cognitive effects that elicit a response from the 

addressee. The recipient must actively perceive and react to the offensive nature of the 

utterance for it to qualify as an insult. If the addressee does not recognize or cannot 

perceive the insult, one could argue that the insult does not occur. Moreover, the intention 

behind an insult is not always sufficient to label an utterance as offensive, since the speaker 

may unintentionally create an insulting situation without being fully aware of the 

implications. This suggests that insults are not only context-dependent but also reliant on 

cultural interpretations, highlighting the need for a flexible approach in understanding 

their dynamics. 

 

An insult, typically defined as a communicative act aimed at offending the interlocutor or 

others, often stems from language or actions perceived as rude or insensitive (Jucker, 

2000; Fiedler, 2007). The evolution of languages plays a significant role in the shifting 

connotations of insults, with words previously considered innocuous gaining derogatory 

meanings, and others losing their offensive charge over time. These changes occur within 

specific cultural contexts and can transcend cultural boundaries, making it difficult to 

maintain consistent interpretations of insults even within the same language. This fluidity 

underscores the cross-cultural challenges involved in accurately translating or interpreting 

insults, as their meanings can vary significantly depending on the social and historical 

context in which they are used. 

 

 

3.2.1 Regional Variations in Insults 

 

 

The unique characteristics of the morphology, syntax, and semantics of insults 

influence interlocutors or characters, as the structure of the language and the contextual 

attributes combined with the socio-cultural background determine their impact. Speakers 

position languages on a spectrum ranging from those that encourage rich linguistic 

creativity for generating insults to those that, due to cultural constraints, rarely produce 
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new offensive coinages. The meaning of insults is highly context-dependent, making them 

an ideal area of interest in pragmatic studies and cross-cultural communication. The 

cultural framework largely determines how people perceive the offensiveness of an insult. 

 

Expletives, for example, serve as a means for individuals to channel their emotions, such 

as anger, frustration, or impotence, often functioning as a form of catharsis. In many 

cultures, insults provide a “safety valve,” allowing individuals to release aggressive 

tendencies in a verbal rather than physical manner (Bernal, 2008; Günthner, 2011). This 

notion of insults as a socially acceptable outlet for negative emotions suggests that, in 

some cultures, people view insulting others as a refined and civilized way to manage 

conflict without resorting to physical violence, even though verbal exchanges may 

sometimes escalate into physical altercations. 

 

3.2.2 Gender and Insults: Societal Expectations 

 

 

In most cultures, people often consider insults taboo, as they transgress social 

norms and verbal etiquette. Dictionaries frequently define insults from a moralistic 

perspective, with frequent references to “bad language,” “blasphemy,” and other socially 

condemned forms of expression. Verbal abuse, particularly gendered insults, often reflects 

broader social inequalities, serving as an identity marker for marginalized groups, 

including certain classes, genders, and races (Bernal, 2008; Günthner, 2011). Insults 

targeting race or gender are common in many social settings, reflecting deep-rooted 

societal prejudices and power dynamics. 

 

Gendered insults are phrases or terms disproportionately applied to individuals based on 

their gender, often reflecting societal expectations or norms. While slurs often target 

individuals based on their perceived membership in a particular identity group, gendered 

insults are not limited to slurs. For example, racialized insults, such as “savage,” 

historically directed at Native American populations (Mieder, 1993), carry significant 

historical and cultural baggage but do not function in the same way as explicit slurs like 

“redskin.” Gendered insults can sometimes overlap with slurs. People often use terms such 
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as 'bitch' and 'cunt' as slurs directed primarily at women, highlighting the intersection of 

gender and verbal abuse. Similarly, politically charged insults like “feminazi” serve to 

degrade individuals based on both their gender and political beliefs. 

 

There is also room for debate regarding terms like “slut,” which some argue fall into a 

grey area between slurs and general insults. These terms often reflect societal attitudes 

toward gender and sexuality, illustrating the complex ways in which language reinforces 

gender norms. The intersectionality of insults—where gender, race, and other identity 

markers converge—complicates the classification and translation of these terms, as their 

meanings are highly contingent on social, cultural, and historical contexts. 

 

3.3 Representation of Insults in Adult Animated Series 

 

 

The use of insults in adult animated series, such as Inside Job (2021), functions as 

a multifaceted linguistic tool that extends beyond mere shock value. Insults in these shows 

serve as mechanisms for satire, social commentary, and character development, offering 

insights into the complexities of human interactions and societal structures. Series like 

South Park, Rick and Morty, and BoJack Horseman employ insults to challenge societal 

norms, provoke thought, and expose the absurdities of modern life. These series utilize 

offensive language not solely for comedic purposes but also to provide critical 

commentary on contemporary social issues. 

 

Kubíčková (2022) emphasizes that, although South Park frequently features swearing and 

profane language, only instances in which the speaker intentionally sought to attack the 

hearer's face or where the hearer perceived offense were categorized as insults. This 

distinction underscores the show’s intentional use of insults as a direct form of 

confrontation rather than casual swearing. Similarly, Grobelna (2023) examines the role 

of swear words in BoJack Horseman, noting that such language often serves as an 

emotional outlet for the characters. Swear words in BoJack Horseman function as a form 

of catharsis, allowing characters to express extreme emotions or add emphasis to their 

statements. Grobelna further emphasizes that while these words may seem offensive, their 
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impact ranges from mild to moderate, and they frequently contribute to positive social 

dynamics, fostering a sense of camaraderie or social bonding among characters. 

 

In the case of Rick and Morty, Yusuf (2024) found that the show frequently employs taboo 

language, with obscenity being the most prevalent form, followed by name-calling, 

insults, and vulgarity. Less commonly, the series includes profanity, sexual harassment 

terms, and blasphemy. This deliberate use of offensive language is a stylistic choice that 

enhances the series' edgy humor and appeal. The language not only pushes the boundaries 

of conventional TV but also reinforces the show's reputation for challenging its audience 

through controversial and thought-provoking content. 

 

These studies collectively demonstrate that insults in adult animated series not only serve 

comedic purposes but also engage with complex emotions and social dynamics, 

contributing to the uniqueness of each show's narrative approach. Humor in these series 

often stems from the irreverence and directness of their language, with insults acting as a 

critical tool for breaking taboos and engaging with controversial subjects. For instance, in 

Inside Job, characters use insults not only to demean or belittle others but also to convey 

deeper frustrations and cynicism. The series portrays a world teetering between conspiracy 

and reality, where insults reflect the characters' disillusionment with the systems they 

inhabit. 

 

 

3.3.1 Satire and Social Commentary through Insults 

 

 

In many adult animated series, insults serve as powerful tools for satire and social 

commentary. People strategically employ insults not merely as offensive language but to 

critique societal structures, challenge authority, and reveal underlying cultural and 

political tensions. Through sharp and irreverent humor, these insults break down social 

hierarchies, expose hypocrisy, and highlight the absurdities of power. Verbal attacks in 

these contexts often target figures of authority or entrenched cultural norms, serving as a 

form of resistance against oppressive systems or ideologies. 
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In this satirical context, insults disrupt the status quo by allowing characters to subvert 

expectations and challenge power dynamics. By mocking figures of authority or attacking 

established societal values, insults communicate messages of dissent and rebellion. This 

subversive use of language aligns with the core function of satire: to hold a mirror to 

society and prompt reflection through exaggerated humor. The deliberate incorporation of 

offensive language in this manner plays with audience discomfort, using insults to provoke 

deeper engagement with issues related to politics, morality, and social constructs. 

 

Inside Job exemplifies this satirical approach, using insults and witty dialogue to critique 

conspiracy theories, corporate dysfunction, and governmental control. The show's humor, 

delivered through biting insults, serves to expose the flaws in societal institutions, drawing 

attention to the absurdity and corruption within these structures. The series' portrayal of 

Cognito Inc., a shadowy organization that manipulates global conspiracies, acts as a satire 

of real-world corporate environments and bureaucratic inefficiencies. Through this lens, 

Inside Job offers a critique of the failings of modern institutions while making these heavy 

themes accessible and entertaining for viewers. 

 

 

3.3.2 Reception of Offensive Language in Popular Media 

 

 

The reception of offensive language, particularly insults, in popular media has 

been a long-standing subject of controversy and debate. While some audiences appreciate 

the raw, unfiltered nature of insults in shows, others find their use inappropriate or 

offensive. This divide in perception largely depends on cultural norms, individual 

sensibilities, and the context in which the language is used (Bednarek, 2019a). In adult 

animated series like Inside Job, insults often serve as tools for satire, provoking a range 

of reactions. Some viewers admire the boldness and sharp satire of these expressions, 

while critics contend that such language often crosses into offensive territory, particularly 

when it challenges conventional norms or social boundaries. 
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Offensive language in media is part of a dynamic linguistic landscape where people 

continuously negotiate meaning. What one viewer might perceive as vulgar or 

disrespectful, another might find humorous or insightful, depending on their cultural 

background, personal values, or media literacy (Fägersten & Bednarek, 2022). The 

controversial use of insults frequently sparks polarized reactions: some audiences 

denounce the language for pushing boundaries too far, while others appreciate the 

boldness and willingness of media creators to challenge societal norms through humor 

and irreverence. Despite such backlash, shows that engage with offensive language often 

maintain strong fan bases, who resonate with the social critique and rebellion embedded 

in this type of humor (Fägersten & Bednarek, 2022). 

 

The perception of offensive language in popular media, particularly on television, is 

shaped by various intersecting factors, including censorship, cultural values, and 

prevailing social attitudes. As Bednarek (2020) highlights, swear words are frequently 

employed in TV series to enhance character development, realism, humor, and narrative 

coherence. However, their presence can be polarizing, with some viewers lodging 

complaints about their negative influence on everyday language and societal values (Kaye 

& Sapolsky, 2001; Sapolsky et al., 2010, as cited in Fägersten & Bednarek, 2022). In 

situational comedies, swearing often serves a comedic purpose, but its use in non- 

humorous contexts can contribute to the perception that such language is inappropriate or 

offensive. Moreover, catchphrases that incorporate swear words complicate this issue 

further by encouraging their use in real-life interactions, thus reinforcing the link between 

media language and broader social behaviors (Darlington, 2014, as cited in Fägersten & 

Bednarek, 2022). 

 

The reception of offensive language in media is not uniform. It depends on a variety of 

cultural and contextual factors, ranging from media literacy to personal and societal 

norms. While some viewers see offensive language as an essential tool for satire and social 

commentary, others regard it as a threat to moral and social standards, illustrating the 

complex role that media plays in shaping language and societal values. 
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4. Translation of insults 

 

 

4.1 Definition of Insults in Translation 

 

 

Insults are often classified as forms of obscene language, verbal abuse, or 

derogatory remarks. These definitions commonly involve ethical considerations, which, 

while important, should not interfere with the objective study of language and its functions 

(Martínez & Yus, 2000). Insults are more than mere offensive terms; they are expressions 

or phrases deliberately constructed to emotionally harm the recipient. Birtalan (2023) 

observes that insults function as emphatic expressions of emotions, intentions, or 

manifestations of aggression. By their very nature, they breach social norms and etiquette, 

often eliciting immediate and intense reactions from their targets. 

 

The process of translating insults is complex, as it requires navigating linguistic, 

pragmatic, and cultural dimensions. Insults, as forms of offensive or derogatory language, 

present unique challenges because their impact depends heavily on the context and 

cultural connotations within which they are used. Translation is not merely a mechanical 

task of rendering the literal meaning of insults but rather involves conveying their 

illocutionary force—the intended emotional and social effect on the recipient (Newmark, 

1988). As translators work to balance the denotative meaning (the direct, dictionary 

definition) with the connotative values (the implied, emotional undertones), they must 

ensure that the insult’s communicative function is preserved. Translators face particular 

challenges when dealing with swear words or taboo expressions, as these terms carry 

varying degrees of weight and acceptability across cultures (Mohamed et al., 2021). 

 

In the realm of audiovisual translation (AVT), translating insults is further complicated by 

the interaction between language, culture, and the visual context of the media. Insults often 

convey deeper emotional undertones and cultural values that transcend simple word-for- 

word translation. Venuti (1995) argues that translators must balance domestication and 

foreignization strategies. Domestication involves adapting the insult to make it culturally 

appropriate for the target audience, while foreignization retains the intensity and context 
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of the original insult. This delicate equilibrium requires the translator to remain faithful to 

the source material while ensuring cultural sensitivity, as insults may vary significantly in 

their offensiveness or meaning across languages and societies. Thus, the translator's role 

becomes one of managing these complexities, ensuring that the translated insult fulfills its 

intended function while maintaining cultural relevance and impact. 

 

 

4.1.1 Offensive Language in Translation: A Conceptual 

Framework 

 

 

Translating offensive language, particularly insults, demands a systematic 

approach that integrates insights from sociolinguistics and pragmatics. Venuti (1995) 

emphasizes that offensive language must be understood within its cultural and contextual 

specificity before it can be effectively translated. A robust conceptual framework for 

translating insults should involve analyzing the social semiotics of the source language— 

how cultural context shapes the meaning and reception of insults. This analysis requires 

translators to assess both the interpersonal function of the insult and its broader societal 

implications. It is essential to determine whether the offensiveness of the insult stems from 

its semantic content (the actual words used) or its pragmatic force (how the words are used 

to achieve a communicative goal), as this distinction will guide the translation strategy. 

In many cultures, offensive language is pervasive, but the degree of tolerance for such 

language varies according to cultural norms, societal values, beliefs, and other contextual 

factors (Ávila-Cabrera, 2016, as cited in Hernando, 2022). Translators often encounter 

difficulties when trying to convey the same degree of offensiveness in the target language, 

as the cultural undertones of offensive language may not align between the source 

language (SL) and target language (TL). This challenge requires a deep understanding of 

both cultures to preserve the intended effect of the insult. In subtitling, for example, the 

transfer of offensive language can sometimes alter the values conveyed by the source 

culture, leading to translations that do not accurately reflect the original meaning (Ávila- 

Cabrera, 2016, as cited in Hernando, 2022). 
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4.1.2 Cross-Cultural Differences in Perception of Insults 

 

 

The perception of insults varies dramatically across cultures, introducing 

ethnographic considerations into the translation process. According to House (2015), 

insults are deeply embedded in cultural schemas, and what is considered offensive in one 

culture may be seen as mild or even humorous in another. Cultures that prioritize high- 

context communication—where much of the meaning is implied rather than explicitly 

stated—may interpret indirect insults differently from cultures that favor low-context 

communication, where directness is valued. Translators must often adapt or substitute 

insults to align with the communicative preferences and taboo thresholds of the target 

culture, ensuring that the intended meaning is preserved without causing unintended 

offense. 

 

Furthermore, Yus and Martínez (2013) emphasize that the constant evolution of languages 

significantly affects the translation of insults. Terms once considered innocuous can 

evolve to carry offensive connotations over time, while society may soften the impact of 

words formerly deemed highly derogatory. These transformations can occur within 

specific cultural groups and across different cultures. For instance, words considered 

acceptable in informal speech in one society may be deeply offensive in another, even if 

they originally shared a similar meaning. 

 

To successfully translate insults, a refined comprehension of both cultural contexts and 

evolving linguistic dynamics is essential. Translators must be equipped with the 

knowledge of both the source and target cultures, employing strategies that respect cultural 

sensitivities while effectively conveying the original intent of the insults. This cross-

cultural awareness enhances the translation process, promoting deeper understanding and 

fostering meaningful communication among diverse cultural groups. It facilitates more 

effective and seamless cross-linguistic interactions. 

 

 

4.2 Theories and Approaches to Translating Insults 
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Translating insults is a multifaceted task that combines linguistic, cultural, and 

pragmatic challenges. Insults, as expressions of offensive language, carry cultural and 

emotional weight that varies across languages and societies. Translators must carefully 

navigate these complexities to ensure that the translated insults retain their intended 

impact while respecting the cultural norms of the target audience. 

 

Several key theories and approaches provide valuable frameworks for addressing the 

challenges of translating insults in audiovisual media. These include functional 

equivalence, skopos theory, domestication and foreignization, and pragmatic approaches. 

Each offers unique insights into the translator’s decision-making process when dealing 

with insults in subtitling. 

 

Birtalan (2023) explains that translating insults is particularly challenging due to their 

reliance on numerous non-linguistic elements. Translators must consider these factors 

when searching for equivalent insults in the target language that resemble the source 

language in significant ways. The goal is to maintain a similar cognitive impact and level 

of mental effort for the recipient in the target language. Insults are complex, 

multidimensional concepts that encompass aspects like semantic meaning, level of 

offensiveness, frequency of use, and social or physical constraints. 

 

Mateo (1997), as cited in Yus and Martínez (2000), argues that an effective translation 

must convey not only the explicit content of the original text but also its implicit elements, 

including connotations and emotional undertones. This entails capturing the illocutionary 

force, which reflects the speaker's intended meaning behind the translated utterances. 

 

 

4.2.1 Functional Equivalence in Insults Translation 

 

 

Functional equivalence, as proposed by Nida (1964), prioritizes achieving the 

same effect on the target audience as the original text has on its audience. When applied 

to insults, this approach emphasizes preserving the emotional and social impact of the 
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expression rather than opting for a literal, word-for-word translation. For instance, the 

English insult “You’re an idiot!” might be translated as “¡Eres un imbécil!” in Latin 

American Spanish, maintaining both the tone and the intent. This theory proves 

particularly useful when addressing culturally specific insults that lack direct equivalents 

in the target language. In such cases, translators often adapt the phrasing to align with the 

cultural and linguistic norms of the target audience, ensuring that the insult retains its 

emotional resonance. 

 

Several scholars and researchers (e.g., Gottlieb, 2001; Pedersen, 2005, 2017, as cited in 

Mohamed & Al Sarhani, 2021) argue that functional equivalence represents the most 

essential form of equivalence in subtitling. This is due to the limitations of time and space 

in subtitles, which make other forms of equivalence less relevant. Pedersen (2017) (as 

cited in Mohamed & Al Sarhani, 2021) further emphasizes the importance of conveying 

the intended meaning rather than focusing on a word-for-word translation. 

 

Overall, functional equivalence plays a crucial role in maintaining the impact, tone, and 

intended effect of the original expression. The aim is not to translate the insult word-for- 

word but to convey its emotional force and the speaker's intent within the cultural and 

linguistic context of the target audience. This is particularly important because insults 

often rely on cultural references, wordplay, or specific subtleties that might not have a 

direct equivalent in another language. 

 

 

4.2.2 Skopos Theory Applied to Insults Translation 

 

 

The Skopos theory developed by Vermeer (1989) emphasized the purpose (or 

Skopos) of the translation, which is critical when dealing with insults. The overall 

communicative goal of the translation guides the translator's choices. When translating 

insults, the focus is on how the offensive language serves the text’s broader function, 

whether to shock, degrade or entertain. This approach allows for greater strategic freedom, 

as the translator can modify or adapt the insult according to the cultural and 
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communicative context of the target audience, while still fulfilling the insult’s intended 

purpose/function. 

 

Under these circumstances, Skopos Theory, by treating translation as a purposeful action, 

aims to offer a fresh perspective on various elements, including the status of the source 

and target texts, their interrelationship, the concept of translation, the translator's role, as 

well as translation standards and strategies (Du, 2012). 

 

Moreover, Vermeer posits that, based on action theory, a purpose drives every action, and 

since people consider translation an action, it must also have a specific goal. The 

commissioner defines this goal for each translation. Skopos Theory addresses some of the 

shortcomings of traditional translation theories by focusing on this purpose-driven 

approach. Within the framework of Skopos Theory, the primary considerations do not 

include concepts like right or wrong, or faithfulness versus unfaithfulness. Instead, the 

purpose (or Skopos) of the translation dictates the entire translation process. Du (2012) 

supports the idea that translators may need to employ different strategies in varying 

contexts, highlighting the source text as just one of several factors influencing the 

translation. 

 

For instance, imagine a scene in a novel where a character says, “You're such a loser!” to 

insult someone. A literal translation may not convey the same impact in another language. 

Applying Skopos Theory, the translator would aim to express the same contempt, possibly 

using a culturally appropriate phrase like “¡Eres un inútil!” in Spanish, or another 

equivalent that captures the intended disdain. 

 

 

4.2.3 Venuti’s Domestication and Foreignization 

Strategies 

 

 

Lawrence Venuti’s strategies of Domestication and Foreignization (1995) explore 

the cultural dimensions of translation, offering translators guidance on whether to adapt 
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insults to the target culture (domestication) or retain their original cultural context 

(foreignization). Each approach offers unique advantages. Domestication involves 

adapting an insult, such as translating “Son of a bitch” into the culturally equivalent 

Spanish expression “Hijo de tu madre,” ensuring that the intended meaning is immediately 

understood by the audience without requiring additional context. In contrast, 

foreignization preserves the insult in its original form, like retaining “Son of a bitch,” 

introducing the audience to the linguistic norms of the source culture and maintaining 

authenticity, though it may demand more effort from the audience to grasp its full 

connotations. Venuti’s framework is particularly relevant in global streaming platforms 

like Netflix, where content must resonate with audiences from diverse cultural 

backgrounds while preserving its cultural integrity. 

 

 

4.2.4 Pragmatic Approaches to Translating Insults 

 

 

Pragmatic theories emphasize the role of context in shaping the translation of 

insults. Insults derive much of their meaning from situational dynamics, including tone, 

relationship between speakers, and cultural norms. For example: 

● The insult “You dork” spoken in a lighthearted tone between friends may require 

a different translation than the same phrase used in a heated argument. 

Non-verbal cues such as facial expressions and gestures also influence the interpretation 

of insults in audiovisual media. Translators must consider these cues to ensure that the 

translated insult aligns with the scene’s overall tone and intent. 

 

4.2.5 Relationship between Theories 

 

 

The theories applied in this research are inherently interconnected, forming a 

cohesive framework for analyzing the complexities of translating insults in audiovisual 

media. Each theory offers a unique perspective, yet together they provide a comprehensive 

approach to understanding and addressing the challenges faced by translators. Their 
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interrelation lies in their shared emphasis on balancing fidelity to the source text, cultural 

adaptation, and the communicative purpose of the translation. 

 

Functional Equivalence and Skopos Theory both prioritize the effect of the translation on 

the target audience. Functional Equivalence ensures that the emotional and 

communicative impact of the source text is preserved, while Skopos Theory expands this 

principle by emphasizing the translation’s specific purpose in its new context. This dual 

perspective helps translators maintain the intended tone and narrative function of insults 

while adapting them to the audience and medium. For instance, when translating humor- 

laden insults, Functional Equivalence preserves the comedic effect, while Skopos Theory 

determines whether the humor should be softened or heightened based on the target 

audience’s cultural sensitivities. 

 

Skopos Theory also aligns with Venuti’s Domestication and Foreignization strategies by 

focusing on the translator’s role in deciding how much to adapt or retain cultural elements. 

Skopos Theory’s purpose-driven approach informs the choice between domestication— 

making the insult relatable to the target audience—and foreignization—preserving the 

cultural authenticity of the source language. For example, an insult in an adult animated 

series might be domesticated to align with the humor preferences of the target audience 

or foreignized to introduce them to the cultural context of the original dialogue. 

 

Pragmatic Approaches complement Functional Equivalence by addressing how contextual 

factors such as tone, relationships, and non-verbal cues shape insults. While Functional 

Equivalence ensures the insult’s impact is retained, Pragmatic Approaches help translators 

interpret the interactional dynamics of insults and adapt their strategies accordingly. For 

example, a sarcastic insult might require a subtle translation to preserve its variation, 

whereas a direct and confrontational insult might demand a more literal approach. 

 

Venuti’s Domestication and Foreignization strategies are inherently pragmatic, as the 

decision to domesticate or foreignize often depends on contextual and cultural 
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considerations. Pragmatic Approaches guide translators in evaluating the situational 

dynamics of insults, determining whether a domestic or foreignized translation is more 

suitable. For instance, cultural references embedded in insults may require domestication 

for better comprehensibility, but a foreignized approach might enhance authenticity, 

particularly in globally distributed content like Netflix subtitles. 

 

Together, these theories create a unified yet flexible framework that addresses the 

multifaceted nature of translating insults. Functional Equivalence ensures emotional and 

narrative fidelity, Skopos Theory provides a purpose-driven approach to adaptation, 

Domestication/Foreignization balances cultural relevance and authenticity, and 

Pragmatics underscores the importance of context and interaction. By integrating these 

perspectives, this research offers a robust methodology for analyzing the translation of 

insults, ensuring linguistic accuracy and cultural appropriateness in audiovisual subtitling. 

 

4.2.6 Justification for Selection 

 

 

The selected theories were chosen because they address the linguistic, cultural, and 

technical dimensions of subtitling insults, offering a comprehensive framework for 

tackling the research problem. Their combined application ensures that the study is 

grounded in established theoretical perspectives while remaining flexible enough to 

address the intricacies of audiovisual translation. 

 

By leveraging these theories, the research provides actionable insights into the practice of 

translating insults, contributing to both academic discourse and professional practices in 

audiovisual translation. This alignment underscores the relevance and necessity of these 

theories in understanding and improving subtitling practices for global platforms like 

Netflix. 

 

 

4.2.7 Adopted Model/Framework 
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This research employs a hybrid framework that integrates Functional Equivalence 

(Nida, 1964), Skopos Theory (Vermeer, 1989), Venuti’s concepts of Domestication and 

Foreignization (1995), and Pragmatic Approaches to translation. This multifaceted 

approach was chosen to address the complex challenges of translating insults in 

audiovisual media, where linguistic, cultural, and contextual elements converge. 

Functional Equivalence serves as a foundation for preserving the emotional impact of the 

original insult. Skopos Theory highlights the importance of adapting the translation to its 

intended purpose and target audience. Domestication and Foreignization inform decisions 

about cultural adaptation or preservation, while Pragmatics ensures that contextual 

dynamics, such as tone and relational subtleties, are effectively reflected in the translation. 

Together, this integrated model enables a comprehensive analysis of how subtitling 

practices can achieve a balance between accuracy, accessibility, and cultural relevance. 

 

 

4.2.8 Development of Hypotheses 

 

 

The theoretical framework forms the basis for the following research hypotheses. 

First, the application of Functional Equivalence ensures that translated insults retain their 

intended emotional and narrative impact in audiovisual media. Second, Skopos Theory 

facilitates the cultural and contextual adaptation of insults in subtitling, enhancing 

audience comprehension and engagement. Third, domestication strategies prove more 

effective than foreignization when translating culturally specific insults for Latin 

American audiences. Finally, pragmatic approaches improve both the accuracy and 

contextual relevance of insults in subtitled content. These hypotheses, grounded in the 

selected theoretical perspectives, aim to explore how each framework contributes to 

subtitling practices. 

 

 

4.3 Types of Insults in Translation 

 

 

The translation of insults is a complex task that requires careful consideration of 

various factors, such as the linguistic and cultural context of both the source and target 
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languages. Insults can be explicit or implied, and their translation must account for both 

their literal meanings and their emotional impact. As a result, different types of insults 

demand distinct translation methodologies, ranging from literal approaches to more 

adaptive or creative strategies that accommodate cultural differences. 

 

Pinker (2008) categorizes swear words into five distinct types: Dysphemism Swearing, 

Abusive Swearing, Idiomatic Swearing, Emphatic Swearing, and Cathartic Swearing. 

Each of these types presents unique challenges for the translator, requiring a tailored 

approach to ensure that both the meaning and emotional force of the insult are accurately 

conveyed in the target language. 

 

Swearing, as a linguistic phenomenon, manifests in various forms, each serving distinct 

communicative and social functions. Scholars such as Pinker (2007) and Wulandari (2017, 

as cited in Andini & Amilia, 2022) have identified different categories of swearing that 

highlight its versatility and role in human interaction. These categories—dysphemism 

swearing, abusive swearing, idiomatic swearing, emphatic swearing, and cathartic 

swearing—illustrate how swearing goes beyond mere profanity and engages with deeper 

emotional, social, and contextual meanings. 

 

Dysphemism Swearing involves the use of offensive or derogatory language directly 

aimed at someone, typically in his or her presence. The primary purpose of this type of 

swearing is to provoke a negative or confrontational reaction, making the listener feel 

demeaned or attacked. Dysphemism often functions to express disapproval or to criticize 

an individual in a socially aggressive manner. For example, using the slur “faggot” instead 

of “homosexual” conveys a derogatory intent designed to insult and marginalize the 

listener (Wulandari, 2017, as cited in Andini & Amilia, 2022). This type of swearing 

significantly reinforces power dynamics and social hierarchies, particularly when speakers 

use offensive language to belittle or assert dominance over others (Jay & Janschewitz, 

2008). 
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Speakers closely relate abusive swearing to dysphemism but explicitly use it to insult or 

threaten someone. They often employ this form of swearing during arguments or moments 

of heightened tension and rude behavior to degrade the other person. Abusive swearing 

functions as a verbal attack designed to demean or demoralize the listener. For example, 

phrases like “Fuck you, asshole!” are common expressions of abusive swearing, intended 

to provoke an immediate emotional response (Wulandari, 2007, as cited in Andini & 

Amilia, 2022). Abusive swearing can also serve as a tool for establishing social 

boundaries, as those who engage in it often signal their disregard for social norms or 

politeness conventions (Stapleton, 2010). 

 

Idiomatic Swearing differs from other forms in that the meaning of the expression cannot 

be easily derived from the individual words themselves. Instead, it relies on a metaphorical 

or figurative understanding of language, often incorporating taboo words in a non-literal 

way. According to Pinker (2007), idiomatic swearing typically includes phrases such as 

“clean out your shit” or “she pissed away her inheritance,” where the words convey 

meanings beyond their direct definitions. Speakers closely relate idiomatic swearing to 

dysphemism but explicitly use it to insult or threaten someone. They often employ 

idiomatic swearing during arguments or moments of heightened tension and rude behavior 

to degrade the other person. 

 

Emphatic Swearing is primarily used to intensify the meaning of a statement, adding 

emphasis and strength to the speaker’s words. This type of swearing highlights the size, 

importance, or emotional intensity of a particular subject. By inserting swear words into 

a sentence, speakers can amplify their message and convey their feelings more forcefully. 

For example, the phrase “This picture is fucking amazing” incorporates the expletive not 

as an insult but as a means to emphasize the speaker's enthusiasm and admiration for the 

subject (Pinker, 2007). Emphatic swearing creates a sense of urgency or excitement in 

conversation, drawing attention to the speaker’s emotional state (Jay, 2009). 

 

Cathartic Swearing serves as an emotional release, allowing individuals to express intense 

feelings of frustration, anger, or pain. This form of swearing typically occurs in response 



77  

to a stressful or negative event, where the use of expletives helps to vent emotions that 

might otherwise remain unspoken. Cathartic swearing is often spontaneous, happening in 

moments of sudden pain or stress, such as shouting “Oh, shit!” after stubbing a toe or 

encountering an unexpected problem (Jay & Janschewitz, 2008). In this context, the swear 

words function as a coping mechanism, offering psychological relief and enabling the 

speaker to manage their emotions more effectively (Stephens, Atkins, & Kingston, 2009). 

Cathartic swearing does not necessarily target anyone and can happen regardless of 

whether others are present. 

 

 

4.3.1 Literal vs. Creative Approaches to Translating 

Insults 

 

 

When translating insults, the choice between a literal or creative approach depends 

largely on the cultural context and the specific function of the insult within the narrative. 

Literal translation aims to preserve the exact words and structure of the original insult, 

maintaining its surface meaning. However, as Jakobson (1959) observes, literal translation 

often fails to capture the cultural and pragmatic undertones of insults, especially when 

transferring offensive language between cultures with differing values. A literal approach 

may also diminish the insult’s impact if the direct translation lacks the same connotations 

in the target language. 

 

In contrast, a creative approach seeks to adapt the insult to the cultural context of the target 

language, ensuring that its emotional and rhetorical effect is preserved. This strategy often 

involves the use of cultural substitution, where the translator replaces the original insult 

with one that is more relevant or impactful for the target audience (Venuti, 1995). For 

instance, the English insult “You're such a loser!” may be translated literally. However, a 

culturally resonant adaptation in Spanish could be “¡Eres un fracasado!” This creative 

approach preserves the derogatory intent while ensuring the insult retains equivalent 

emotional impact within the target culture. 
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4.3.2 Euphemization and Censorship in Insult 

Translation 

 

 

Euphemization is a common strategy employed in the translation of insults, 

particularly when the target culture has stricter norms regarding offensive language. As 

Fawcett (1997) explains, translators are often compelled to soften or omit offensive terms 

to avoid violating societal or regulatory standards in the target culture. Euphemization 

involves replacing highly offensive insults with milder expressions, a practice that can 

sometimes result in a loss of authenticity or the dilution of the insult's original impact 

(Hatim & Mason, 1997). For example, translating a crude insult like “You bastard!” as 

“You scoundrel!” may preserve the intent of the insult but weakens its emotional force. 

Furthermore, Davoodi (2009) presents four translation techniques that may be used for 

translating insults, which are: Censorship, Substitution, Taboo for Taboo and Euphemism. 

Additionally, Newmark (1987) (as cited in Gil-Bardají, & Presas, 2008) presents the 

Direct Translation (also known as through translation). 

 

Censorship is one of the simplest approaches to translating taboo words, where the 

translator omits or replaces the problematic term with something neutral. However, this 

strategy doesn't always work well, especially when the taboo word is important to the 

meaning or context of the original text. In such cases, removing or altering the term can 

significantly change the message or tone of the text. 

 

Substitution is another option to translating taboo words is to replace them with alternative 

words or phrases in the target language that carry a similar connotative meaning to the 

original. Although the phrasing may differ, the intended message is still communicated to 

the audience. However, this technique risks altering the original meaning of the statement. 

Another method involves substituting the taboo term with a different term in the target 

language, though this approach frequently distorts the intended meaning. That is, one 

method for translating insults is to replace them with alternative terms in the target 

language. 
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Taboo for Taboo refers when some translators still choose to render taboo words with 

other taboo terms, even when aware that these words may be unacceptable in certain 

cultures. This approach can achieve a highly accurate translation but may also offend 

readers or viewers. Despite knowing that such expressions may not be acceptable to the 

target audience or society, the translator might still opt to retain the taboo language. 

Davoodi (2009) explains that this technique is often used when translators prioritize 

preserving the original’s impact over conforming to cultural sensitivities. 

 

Euphemism is a strategy that replaces offensive words or phrases with more acceptable 

alternatives. This approach offers a way to convey inappropriate language without causing 

offense. To effectively use euphemisms in translating taboo words, translators need a 

strong understanding of both the source and target cultures to capture similar meaning and 

emotion. With this technique, some taboo terms from the source language are rendered 

into less offensive, culturally acceptable euphemistic equivalents in the target language. 

 

Finally, Direct Translation is a technique that literally translates common collocations, 

organization names, components of compound words, and more. It usually relies on 

dictionaries. 

 

On the other hand, censorship plays a pivotal role in the translation of insults, particularly 

in media contexts where profanity and offensive language are subject to regulation. 

Fägersten, Stapleton, and Hjort (2024) argue that censorship not only reflects societal 

taboos surrounding swear words but also reinforces their power by marking them as 

unacceptable. This act of censorship can amplify the impact of offensive language, as 

certain words become more potent due to their forbidden status. 

 

The censorship of swear words is well-established in English-speaking media, where 

profanity is often restricted on network television and commercial radio. As Beers 

Fägersten and Bednarek (2022, as cited in Fägersten, Stapleton, & Hjort, 2024) note, 

certain profane words are altered or obscured to conform to broadcasting standards. This 
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practice raises important questions about the translator’s role in balancing fidelity to the 

source text with the cultural and regulatory expectations of the target audience. 

 

 

4.4 Classification of Insults in Translation 

 

 

Insults can be classified based on their directness, linguistic form, and social 

function, serving as a critical framework for guiding translation strategies. Whether direct, 

indirect, stereotypical, or taboo, different types of insults require tailored approaches to 

achieve accurate and culturally appropriate translations (Mattsson, 2006). Translating 

insults demands particular care, as their impact is deeply influenced by cultural 

connotations and social contexts. Translators must carefully balance the literal meaning 

with the underlying pragmatics to ensure the insult evokes a similar effect in the target 

language. 

 

Andersson (as cited in Mattsson, 2006) identifies five key categories of insults found in 

both the original text and its translation: religion (e.g., “God,” “hell,” “damn”), sex (e.g., 

“fuck,” “dick”), excrement (e.g., “shit”), sexist terms of abuse (e.g., “bitch,” “asshole”), 

and physical or mental disabilities (e.g., “idiot”). These categories highlight how insults 

function within specific linguistic and cultural frameworks. Translators must navigate the 

sensitivities surrounding these classifications, striving to avoid perpetuating harmful 

language or reinforcing negative stereotypes while remaining faithful to the tone and 

intent of the source text. 

 

 

4.4.1 Direct vs. Indirect Insults 

 

 

Direct insults are explicit and straightforward in their delivery, often targeting a 

person’s character, behavior, or appearance in an unambiguous way. House (2015) argues 

that direct insults are relatively easier to translate because their denotative meaning is 

clear, regardless of the cultural context. These insults attack the recipient overtly, leaving 

little room for misinterpretation. For instance, an insult like “You're an idiot” directly 
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conveys the speaker's intention to demean the listener. However, even though the literal 

meaning might be clear, the pragmatic force—how offensive or severe the insult is 

perceived—can vary across cultures, influencing how the insult is translated (House, 

2015). 

 

On the other hand, indirect insults are more complex and often rely on implicature or 

contextual inference. They may be couched in sarcasm, irony, or euphemism, making their 

true meaning more subtle and dependent on the cultural context (Fairclough, 1989). 

Indirect insults can be harder to translate because their offensiveness is not always 

immediately apparent in a literal translation. Translators must carefully preserve the social 

and cultural subtext of these insults to ensure the target language audience fully grasps 

their impact without dilution or misunderstanding. For example, a sarcastic remark like 

“Well, aren't you just the smartest person in the room?” would require careful handling to 

retain its mocking tone without losing its sharpness in the translation. 

 

Cultural connotations significantly influence how translators perceive indirect insults. One 

culture might interpret an indirect, mildly offensive remark as more direct or overtly 

offensive in another. Translators therefore need to analyze the social dynamics shaping 

interactions in both the source and target cultures to effectively convey the intended insult 

(Baker, 2018). 

 

While direct insults are more transparent and often easier to translate due to their clarity, 

indirect insults demand a deeper cultural and contextual understanding. Translators must 

employ creative linguistic strategies to ensure the intended meaning and emotional impact 

are preserved across languages. 

 

 

4.4.2 Slurs, Stereotypes, and Taboo Language 

 

 

Slurs and stereotypes involve derogatory language that targets specific social 

groups, often based on race, gender, religion, or sexual orientation. Translating such 
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language requires careful consideration due to its sociopolitical implications. Fairclough 

(1989) highlights the importance of understanding both the historical and cultural context 

of slurs, as their offensiveness can vary significantly across different societies. For 

example, a racial slur in one language may not have a direct equivalent in another, and 

translators must decide whether to retain the term, soften its impact, or omit it altogether. 

This decision carries ethical weight, as it can either reinforce harmful stereotypes or dilute 

the severity of the original insult (Baker, 1992). 

 

Taboo language, which often includes references to religion, sex, and excrement, also 

poses significant challenges. Such language can be highly offensive in one culture but 

acceptable in another. The use of taboo language in insults requires translators to assess 

the cultural sensitivities of the target audience carefully. Baker (1992) emphasizes the 

ethical dilemma translators face when deciding how to handle these terms: Should they 

remain faithful to the original by retaining the taboo term, or should they soften or omit it 

to avoid offense in the target culture? 

 

The use of slurs, in particular, is viewed negatively across most cultures, and they are 

often regarded as a form of hate speech (Croom, 2011, as cited in Jay & Jay, 2015). 

Translators must consider the legal and ethical implications of translating hate speech, as 

the dissemination of such language can have profound social consequences. Croom (2011) 

argues that slurs carry deep emotional and historical connotations, and their translation 

should be approached with extreme caution, particularly in contexts where these words 

may incite violence or perpetuate systemic discrimination. 

 

Translating insults, slurs, and taboo language involves a delicate balance between 

preserving the original intent of the insult and ensuring that the translation is culturally 

and ethically appropriate. By considering the historical context, social dynamics, and 

emotional weight of such language, translators can make informed decisions that respect 

both the source and target cultures. 
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To conclude, subtitling demonstrates its vital role in bridging linguistic and cultural gaps 

in audiovisual content. Subtitling is not merely a linguistic exercise but a complex, 

multifaceted process that involves careful consideration of spatial and temporal 

constraints, as well as cultural transference. Translators face unique challenges when 

condensing spoken dialogue into readable subtitles while preserving the original 

message’s tone and intent. This complexity is heightened in global platforms like Netflix, 

where content must be accessible to audiences across different languages and cultures. 

The decisions made in the translation process –whether they simplify idiomatic 

expressions, adapt culturally specific items, or adjust for humor– profoundly influence 

how a global audience perceives the content. 

 

The treatment of insults or swear words further underscores the delicate balance 

translators must strike. Insults frequently carry profound emotional and cultural 

connotations, making their direct translation challenging and, at times, unsuitable for 

certain audiences. Translators must consider whether to retain the raw intensity of 

offensive language, adapt it to fit cultural norms, or omit it entirely. This decision-making 

process is crucial in ensuring that the subtitles maintain the original dialogue’s emotional 

weight without alienating or offending the target audience. In this context, subtitling 

serves as both a technical craft and an act of cultural mediation, ensuring that audiences 

from diverse backgrounds can fully engage with the content while respecting their 

linguistic and cultural sensitivities. 

 

 

4.5 Scope and Limitations of Theories 

 

 

The selected theories offer valuable insights into translation practices but also 

reveal certain limitations. Functional Equivalence emphasizes emotional resonance with 

the target audience, ensuring the intended impact is conveyed. However, it may 

oversimplify culturally complex insults when prioritizing effect over literal meaning. 

Skopos Theory provides flexibility in adapting insults to meet the expectations of the 

target audience, yet it risks over-adaptation, which can dilute the original tone or intent. 

Similarly, Domestication and Foreignization present strategies for managing culturally 
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specific language, but striking a balance between the two approaches can be subjective, 

often influenced by the translator’s cultural knowledge and biases. Lastly, Pragmatics 

considers relational and situational intricacies in insults, accounting for the context in 

which they occur. Nonetheless, this approach depends heavily on the translator’s 

interpretation of the context, which can vary significantly and affect the translation 

outcome. 

 

 

4.6 Theoretical Gaps 

 

 

This research tackles several significant gaps in the existing literature. First, while 

extensive studies have been conducted on subtitling and translation techniques, there is a 

noticeable lack of focus on the specific analysis of insults in audiovisual media. Second, 

current research often neglects the cultural implications of translating offensive language 

for diverse audiences, limiting the exploration of cultural adaptation in such contexts. 

Finally, few studies integrate multiple theoretical frameworks—such as Functional 

Equivalence, Skopos Theory, Domestication/Foreignization, and Pragmatics—to address 

the intricate intricacies involved in translating insults. By bridging these gaps, this study 

offers a deeper understanding of the interplay between translation theories and practical 

subtitling applications. 

 

 

4.7 Application of Theories to the Research Problem 

 

 

The theories are directly applied to investigate how insults are translated in 

subtitling, using Netflix as a case study. Functional Equivalence ensures that insults 

maintain their emotional and narrative impact across linguistic differences. Skopos 

Theory guides the adaptation of subtitles to meet the cultural and narrative needs of the 

target audience. Domestication and Foreignization strategies address the translation of 

culturally specific insults, balancing authenticity with accessibility. Finally, Pragmatics 

considers the context-dependent nature of insults, ensuring that translations align with the 

original tone, intention, and audience expectations. 
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4.8 Alignment with Research Objectives 

 

 

The theoretical framework is meticulously aligned with the research objectives, 

ensuring a cohesive and focused approach. The first objective, analyzing how subtitling 

practices balance linguistic accuracy and cultural sensitivity, is addressed through the 

principles of Functional Equivalence and the Domestication/Foreignization strategies. 

The second objective, exploring the effectiveness of translation techniques in preserving 

the intent of insults, is supported by Skopos Theory and Pragmatics, which provide insight 

into achieving the intended communicative effect. The third objective, evaluating the role 

of insults in audience reception and narrative coherence, is grounded in all four theories, 

offering a comprehensive perspective. This alignment guarantees that the research stays 

centered on its primary goals while leveraging well-established theoretical frameworks to 

enhance its rigor and depth. 

 

 

4.9 Summary and Conclusion of the Theoretical Framework 

 

 

This theoretical framework integrates key translation theories—Functional 

Equivalence, Skopos Theory, Domestication/Foreignization, and Pragmatics— to address 

the challenges of translating insults in audiovisual media. Each theory contributes a unique 

lens for understanding how subtitlers navigate linguistic, cultural, and contextual 

complexities. Together, they form a robust framework for analyzing subtitling practices, 

particularly in the context of Netflix’s global platform. 

 

By addressing theoretical gaps and aligning with the research objectives, this framework 

establishes a solid foundation for exploring the translation of insults. It provides actionable 

insights into how subtitling can preserve narrative integrity, foster cultural understanding, 

and enhance audience engagement in a globalized media landscape. 
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Furthermore, this theoretical framework draws on several key theories that inform the 

analysis of subtitling practices. Molina and Albir’s (2002) translation techniques provide 

a foundational approach to categorizing and understanding the methods used to transfer 

meaning across linguistic and cultural boundaries. These techniques, including adaptation, 

amplification, reduction, and modulation, are particularly relevant to the challenges of 

subtitling, where spatial and temporal constraints necessitate creative solutions to preserve 

meaning and tone. 

 

Venuti’s (1995) concepts of domestication and foreignization offer additional insights into 

the cultural dynamics of translation. These strategies illuminate the balance between 

making content accessible to the target audience and preserving the source culture’s 

unique characteristics. Domestication prioritizes cultural resonance within the target 

audience’s context, while foreignization retains the cultural markers of the source text, 

inviting viewers to engage with its cultural specificity. 

 

The framework also incorporates Díaz Cintas and Remael’s (2007) perspectives on 

audiovisual translation, emphasizing the interplay of linguistic and technical constraints 

in subtitling. Their work underscores the importance of synchronization, readability, and 

the adaptation of culturally specific references to ensure that subtitles enhance the 

viewer’s experience without detracting from the audiovisual narrative. 

 

For the analysis of offensive language, the framework draws on Pinker’s (2008) 

categorization of swearing and McEnery’s (2005) examination of insults and their 

pragmatic functions. These theories provide a lens to explore the translation of insults, 

focusing on their emotional, social, and cultural impacts. The integration of these 

perspectives allows for an in-depth understanding of how offensive language is adapted 

in subtitles to resonate with target audiences while respecting cultural sensitivities. 

 

Together, these key theories establish a robust foundation for examining the technical, 

linguistic, and cultural intricacies of subtitling in contemporary media. 
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The selected theories are highly relevant to the research objectives as they address the 

multifaceted nature of subtitling in audiovisual translation. Molina and Albir’s (2002) 

translation techniques are crucial for understanding how translators navigate the inherent 

constraints of subtitling, such as limited space and time, while ensuring the fidelity and 

functionality of the translated content. These techniques provide practical tools to evaluate 

the decisions made by translators, especially when dealing with challenging elements like 

humor or offensive language. 

 

Venuti’s (1995) domestication and foreignization strategies further enrich the framework 

by offering cultural perspectives on translation practices. These strategies help analyze 

how subtitling mediates cultural exchange, balancing the need to localize content for 

target audiences with the importance of preserving the cultural essence of the source 

material. This relevance is particularly significant in the context of global platforms like 

Netflix, where subtitles serve diverse, multilingual audiences. 

 

Díaz Cintas and Remael’s (2007) insights into audiovisual translation highlight the 

technical and linguistic challenges of subtitling, such as synchronization and readability. 

Their work underscores the importance of aligning subtitles with audiovisual elements to 

enhance accessibility and ensure a seamless viewing experience. This theoretical lens is 

vital for examining how subtitling practices adapt to the rapid pace and visual complexity 

of modern media. 

 

The inclusion of Pinker’s (2008) and McEnery’s (2005) classifications of offensive 

language provides a targeted approach to analyzing the translation of insults. These 

theories clarify the linguistic and pragmatic roles of offensive language, enabling a deeper 

understanding of how subtitles handle sensitive content. By applying these frameworks, 

the research can evaluate the effectiveness and cultural appropriateness of subtitling 

strategies for offensive language in adult animated series. 

 

Overall, these theories collectively address the technical, linguistic, and cultural 

dimensions of subtitling, providing a comprehensive basis for analyzing the translation 
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practices in the chosen context. Their relevance lies in their ability to bridge theoretical 

insights with practical applications, ensuring the framework aligns closely with the 

research objectives. 

 

While the selected theories provide robust tools for analyzing subtitling practices, they 

also have inherent limitations that must be acknowledged. Molina and Albir’s (2002) 

techniques, though comprehensive, focus primarily on linguistic methods and may not 

fully account for the cultural and emotional depth required in certain subtitling contexts. 

Similarly, Venuti’s (1995) strategies of domestication and foreignization, while pivotal in 

discussing cultural dynamics, often lack the granularity needed to address real-time 

decisions in audiovisual translation. Díaz Cintas and Remael’s (2007) technical insights 

highlight the constraints of subtitling but may oversimplify the interplay between these 

constraints and creative translation choices. Furthermore, the frameworks provided by 

Pinker (2008) and McEnery (2005) emphasize the linguistic and pragmatic roles of 

offensive language but may not adequately consider how cultural sensitivity varies across 

audiences. Recognizing these limitations is essential for refining the analysis and ensuring 

a balanced application of the theories. 

 

This framework identifies several theoretical gaps that the research seeks to address. One 

notable gap is the lack of integration between technical, cultural, and emotional aspects in 

existing subtitling theories. While current frameworks excel in isolating individual 

components, they often fail to capture the holistic nature of subtitling as a multifaceted 

practice. Another gap lies in the limited exploration of offensive language in adult 

animated series, particularly in how subtitling navigates the balance between preserving 

impact and adhering to cultural sensitivities. This study aims to bridge these gaps by 

combining technical, cultural, and pragmatic perspectives to provide a more 

comprehensive understanding of subtitling practices in this context. 
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METHODOLOGY 

 
Overview 

 

This study explores the translation of insults from English to Latin American 

Spanish in the American adult animated science fiction series Inside Job, created by Shion 

Takeuchi for Netflix, with a focus on its two seasons. Employing a quantitative approach, 

the research analyzes offensive language (insults), translation choices, and the 

implications of adapting insults for the target audience. By focusing on subtitled content, 

the research aims to deepen our understanding of how offensive language is rendered in 

audiovisual media, specifically in subtitling. Focusing on the subtitling context, where 

insults exhibit intricate intricacies, the methodology seeks to shed light on the relationship 

between insults and the translation strategies used. The study explores the frequency and 

techniques involved in translating insults by analyzing the subtitled content. Through this 

study, the researchers aim to gain a deeper understanding of how cultural and linguistic 

elements influence the portrayal of sensitive content in subtitles. To achieve these goals, 

the methodology involves a thorough analysis of a diverse range of texts, using 

quantitative measures to assess the occurrence of offensive language. The following 

sections intricately outline the research approach, criteria for selecting participants, 

methods for gathering data, and the analytical tools employed to thoroughly investigate 

the translation of insults in the selected Netflix series. 

 

5.1 Research design 

 

 

5.1.1 Introduction to research design 

 

This study examines subtitles derived from the American version of the Netflix 

series Inside Job, focusing specifically on how offensive expressions are translated into 

Latin American Spanish. As Netflix provides subtitles in multiple languages to cater to its 
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global audience, it is essential to understand how subtitlers handle culture-specific 

expressions present in the series, especially those related to offensive language. 

 

To conduct this analysis, the researchers first retrieved and reviewed all eighteen episodes 

from the two seasons of the series on the Netflix platform. Given that taboo language and 

offensive expressions –such as, “fuck”, “shit”, etc.– are infrequently studied in the field 

of translation, especially in the context of audiovisual media, the study focused on scenes 

where such language was prominent. These scenes were carefully identified, extracted, 

and subjected to detailed linguistic and cultural analysis. 

 

A non-experimental descriptive design is a research approach where the researchers do 

not manipulate any variables or introduce interventions, non-experimental descriptive 

research simply records what naturally occurs. The descriptive approach of the research 

enables the exploration of various translation strategies, such as substitution, censorship, 

euphemism, taboo for taboo and direct translation. Moreover, it enables the exploration of 

types of insult, such as abusive, expletives, invectives, etc. According to Toury (1995), 

one of the objectives of descriptive studies is precisely to confront the position a certain 

translation (or group of translations) has actually assumed in the host culture with the 

position it was intended to have, and offer explanations for the perceived differences. 

Overall, it allows for the systematic observation and description of subtitling practices 

without manipulating or controlling any variables. 

 

5.1.2 Rationale for research design 

 

The non-experimental descriptive research design was selected for this study due 

to its suitability for examining linguistic phenomena in their natural context. The primary 

objective of the research is to observe and describe how offensive language is translated 

from English to Latin American Spanish in the subtitles of Inside Job, without altering the 

original content. This approach ensures that the translations are analyzed as they exist 

within the Netflix platform, making intervention or manipulation unnecessary. By 

documenting translation choices in this natural setting, the researchers can avoid 
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introducing bias and maintain the authenticity of the dataset. This design is particularly 

relevant for understanding how culturally sensitive language, such as insults, is adapted 

for a target audience. It allows the systematic cataloging of insults and translation 

techniques, offering a structured way to explore how subtitlers handle offensive language 

while navigating the challenges of linguistic fidelity and cultural adaptation. For instance, 

the translation of "motherfucker" to "hijo de puta" in episode six of the first season 

exemplifies how the taboo-for-taboo technique preserves the intensity and emotional 

impact of the original expression. 

 

Rather than testing specific hypotheses or controlling variables, this research aims to 

provide a detailed account of the patterns and strategies employed in subtitling offensive 

content. The focus remains on documenting the methods used to balance the original tone 

and meaning with the cultural norms of the target audience. This non-experimental 

approach is ideal for achieving the study’s goals, as it enables a comprehensive 

exploration of the translation process without seeking cause-and-effect relationships. 

Additionally, it provides insights into how subtitlers approach complex linguistic 

challenges, such as preserving the intent of insults while adapting them for different 

cultural contexts. The design also ensures a thorough analysis of subtitling practices, 

contributing to a broader understanding of audiovisual translation. By leveraging the rich 

dataset available on Netflix, the study offers a reliable and detailed perspective on the 

intricacies of translating offensive language in a globally accessible medium. 

 

5.1.3 Comparison of Approaches 

 

When conducting research, it is crucial to select a methodology that aligns with 

the study’s objectives and the nature of the phenomena being investigated. Different 

research approaches offer unique strengths and applications, allowing researchers to 

gather, analyze, and interpret data effectively. This section highlights key quantitative 

research methods, comparing their focus, methodologies, and practical applications to 

provide a clear understanding of their suitability for various contexts. By examining these 
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approaches, researchers can identify the most appropriate framework for their studies, 

particularly when dealing with phenomena like translation practices in audiovisual media. 

 

Figure 1 illustrates the classification of quantitative research approaches, as 

conceptualized by Taherdoost (2022). It visually organizes these methods based on their 

specific focus areas, offering a simplified guide to understanding how each approach is 

designed to collect and analyze data. For instance, Survey Research is depicted as a tool 

for generalizing findings from a sample to a broader population, typically through 

questionnaires and statistical analysis. Meanwhile, Experimental Research is highlighted 

for its emphasis on testing interventions under controlled conditions, which makes it ideal 

for establishing causality. This visual aid provides a helpful summary of the core 

methodologies within quantitative research and their distinctive purposes. 

 

 

 

Figure 1 

Quantitative research approaches 
 

 

 

The comparison of research methods is further detailed in Table 2, which categorizes 

Survey Research, Descriptive Research, Experimental Research, Correlational Research, 

and Causal-Comparative Research by their focus, methodologies, and practical 

applications. Each approach is defined by its objectives and techniques. 

 

Table 2 

Comparison of approaches 
 

Research 

approach 

Focus Method Application 
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Survey 

Research 

Collect data from a 

sample to generalize 

to the target 

population. 

Questionnaires and 

statistical tools. 

Measures attitudes, 

beliefs, and opinions. 

Descriptive 

Research 

Describe current 

events or situations as 

they are. 

Systematic 

observation of 

phenomena. 

Explores correlations 

or defines 

characteristics. 

Experimental 

Research 

Test the effect of 

interventions or 

treatments. 

Control and 

manipulation of 

variables. 

Determines treatment 

effects. 

Correlational 

Research 

Measure relationships 

between variables. 

Uses correlation 

coefficients (-1.00 

to +1.00). 

Identifies strength and 

direction of 

relationships. 

Causal- 

Comparative 

Research 

Explore cause-effect 

relationships 

retrospectively or 

prospectively. 

Examines 

interactions 

between variables. 

Determines the impact 

of independent 

variables on 

dependent ones. 

 

Note: Table 2 is based on Taherdoost (2022). 

 

 

Research methods vary in their objectives and approaches, offering unique tools to gather, 

analyze, and interpret data effectively. Survey Research focuses on collecting data from a 

sample to generalize findings to a larger population, commonly using questionnaires and 

statistical techniques to measure attitudes, beliefs, and opinions. Descriptive Research, on 

the other hand, emphasizes capturing and analyzing events or situations as they naturally 

occur, employing systematic observation to explore correlations or define specific 

characteristics, which makes it particularly useful for documenting real-world practices 

like subtitling techniques on platforms such as Netflix. Experimental Research is designed 

to test the effects of interventions or treatments through controlled manipulation of 

variables, making it the preferred method for identifying causal relationships. In contrast, 

Correlational Research examines the strength and direction of relationships between 

variables, often quantified using correlation coefficients ranging from -1.00 to +1.00, and 

is valuable for exploring associations without asserting causality. Lastly, Causal- 

Comparative Research investigates cause-and-effect relationships either retrospectively 
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or prospectively, analyzing interactions between variables to determine the impact of 

independent factors on dependent outcomes. Together, these methods provide a diverse 

set of tools to address a wide range of research questions. 

 

The non-experimental descriptive research design aligns with the Descriptive Research 

approach, which focuses on observing and explaining events or phenomena in their 

current state. This method involves systematic observation without manipulation, making 

it suitable for analyzing how Inside Job subtitles adapt offensive language, as the study 

aims to describe translation patterns and techniques naturally occurring within the Netflix 

platform. 

 

5.2 Participants 

 

5.2.1 Population and sample 

 

This thesis does not target a specific group of individuals as its subject of study; 

rather, it concentrates on analyzing the subtitles and their translations in the Netflix series 

Inside Job. Instead of focusing on a population, this research is directed towards 

examining a corpus of subtitles and their translation into Latin American Spanish, 

specifically highlighting the translation of insults. 

 

The sampling method researchers selected is known as purposive sampling (non- 

probabilistic), as researchers focused on the 18 episodes from the first and second seasons 

for this research. The researchers analyzed each episode and recorded the frequency of 

insults spoken by the characters. A table was created to display the original text, the Latin 

American Spanish translation subtitles provided by Netflix, the translation technique 

employed, and the type of swearing used. The researchers selected the samples according 

to the ones that exclusively contained insults in the dialogue. The researchers selected all 

episodes from all seasons of the series, including only episodes with prominent insults and 

excluding neutral dialogues to focus the analysis. 
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Table 3 

Inclusion and exclusion criteria 
 

Inclusion Criterion Exclusion Criterion 

Use of insults categorized according to 
Ávila-Cabrera (2016). 

Dialogues without offensive or culturally 
significant content. 

 

The research employs a non-probabilistic purposive sampling method, as it involves the 

researcher’s selective judgment in choosing the sample elements. This approach enables 

the researchers to have control over the selection of information for analysis based on the 

specific needs of the study. 

 

5.2.2 Justification of sample size 

 

The sample size for this study was determined based on the principle of data 

saturation, a common criterion in qualitative and descriptive quantitative research. By 

analyzing all 18 episodes across the two seasons of Inside Job, the researchers aimed to 

capture a comprehensive range of offensive language and its translations into Latin 

American Spanish. The selection of the entire series ensures that a diverse array of insults, 

contexts, and translation techniques are observed. Although the sample is limited to a 

single series, the rich data it provides is sufficient to explore the linguistic and cultural 

intricacies of subtitling offensive language in audiovisual media. Moreover, the quantity 

of insults identified—583 individual instances—offers a substantial corpus for detailed 

analysis. This large number of instances justifies the adequacy of the sample size, as it 

allows for meaningful patterns and trends to emerge in the data. 

By analyzing all available episodes, the researchers also ensure that the study is not biased 

by selecting specific episodes or scenes, thereby increasing the representativeness of the 

findings. Given the scope of the research questions and the nature of the data, the chosen 

sample size is adequate to address the objectives of the study without introducing 

unnecessary complexity. 

 

5.2.3 Sampling procedure 
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The sampling procedure for this study involved selecting specific scenes and 

subtitles from the two seasons of Inside Job that contained instances of offensive 

language. Purposive sampling, a non-probabilistic approach, was used because of the need 

to focus exclusively on insults and offensive language within the dialogue. This method 

allowed the researchers to focus on the most relevant data for analysis, specifically scenes 

where insults were prominent, in order to observe how these linguistic features were 

translated into Latin American Spanish subtitles. 

 

First, all 18 episodes of Inside Job were systematically reviewed to identify scenes 

containing offensive language. These scenes were flagged for further analysis based on 

the occurrence of specific insults, such as abusive, invective, or expletive swearing. Each 

identified scene was transcribed, and the corresponding subtitles in Latin American 

Spanish were extracted for comparative analysis. In cases where multiple insults occurred 

within a single scene, each was treated as an individual data point for the purposes of 

translation analysis. 

 

The selection criteria were based on the presence of swear words in the English dialogue, 

the relevance of the insult to the narrative or humor of the scene, and the translation 

technique used in the Latin American Spanish subtitles. Each insult was categorized 

according to Ávila-Cabrera (2016) classification, while the translation techniques used in 

each case were noted. 

 

During the transcription, we used advanced software to identify subtitles with prominent 

insults. In the case of confusing subtitles, such as types of insults, we compared them with 

previous studies. For instance, ‘bitch’ is an animal term but could also be classified as an 

insult. This kind of insult presented challenges in categorization, which led the researchers 

to review similar cases in work as Ávila-Cabrera (2016). 

 

By focusing on this targeted approach, the sampling procedure ensured that only relevant 

data were included, increasing the depth of the analysis without introducing extraneous 

elements that might dilute the study’s focus on insults and their translation. 
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5.3 Data collection 

 

 

5.3.1 Data management 

 

Proper data management was a critical part of this research to ensure the accuracy 

and security of the information collected. All data, including the original English 

dialogues and their corresponding Latin American Spanish subtitles, were systematically 

organized using data management software such as Microsoft Excel. The data were stored 

securely on encrypted devices to prevent unauthorized access and were backed up 

regularly to safeguard against data loss. 

 

The researchers followed a structured process to collect, record, and store the data, 

ensuring that each insult and its translation were cataloged accurately. Data validation was 

performed at each stage, with all instances of offensive language cross-checked by two 

independent researchers. This collaborative approach reduced the risk of errors or 

omissions and enhanced the reliability of the findings. Given that the data involve 

sensitive language, extra care was taken to present the findings respectfully, without 

sensationalizing or trivializing the offensive content being analyzed. 

 

5.3.2 Instrumentation 

 

The primary data collection instrument for this study was a corpus of subtitles from 

the two seasons of Inside Job. This corpus comprised all instances of insults in the English 

dialogue and their corresponding translations in the Latin American Spanish subtitles 

provided by Netflix. Each episode was viewed on the Netflix platform, and the subtitles 

were extracted for detailed analysis. 

 

To ensure data accuracy, the following tools were employed: transcription software to 

accurately capture and log the English dialogue alongside the Latin American Spanish 

subtitles; custom-designed data recording sheets (Excel) to catalog the original insult, its 
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translation, the translation techniques applied (based on Davoodi, 2009, and Newmark, 

1987), and the type of swearing (following Ávila-Cabrera’s categorization); and high- 

quality media players to pause, replay, and slow down scenes, ensuring no instances of 

offensive language were overlooked. The recorded data were systematically categorized 

and stored in a database, facilitating a structured analysis of the translation techniques and 

patterns used in rendering insults. 

 

5.3.3 Procedure 

 

By following this detailed procedure, the researchers ensured that the data 

collected were both comprehensible and representative of the translation strategies used 

in the series. This allowed for a robust analysis of how offensive language is translated in 

subtitled content. However, the researchers faced difficulties in categorizing some insults. 

For instance, in the first episode of the first season (minute 25:07), they struggled to 

categorize the insult “Goddamn it,” so they referred to other works such as Santos (2023). 

 

5.3.4 Validity and reliability 

 

The data collection procedure was carried out in a systematic, step-by-step manner 

to ensure that all relevant instances of offensive language were accurately captured. The 

process began with a comprehensive review of all 18 episodes of Inside Job across its two 

seasons, focusing specifically on scenes where insults or offensive language featured 

prominently. Each identified insult in the English dialogue was transcribed along with its 

corresponding Latin American Spanish subtitle. Detailed records were kept, including the 

episode number, season, timestamp, and contextual information about the insult, all of 

which were logged in a data recording sheet. 

 

Subsequently, each insult was classified based on Ávila-Cabrera's (2016) categorization 

system, which includes types such as Abusive, Expletives, Invectives, Animal name 

terms, Sexual, and Scatology, among others. This classification provided insights into the 

function and intensity of each insult within the narrative. Following this, the translation 
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technique employed in each subtitle was identified and documented. For consistency, the 

researchers referred to the four translation techniques outlined by Davoodi and Newmark. 

To ensure data accuracy and reliability, all collected insults and their corresponding 

translations were cross-checked by a second researcher. Any discrepancies were resolved 

collaboratively through consensus, guaranteeing that the final data accurately represented 

both the original insult and its intended meaning in translation. 

 

To ensure the validity and reliability of the study, the researchers employed several 

strategies throughout the data collection and analysis processes. The validity of the 

research was enhanced by triangulating data through multiple sources, including the 

original English dialogues, Latin American Spanish subtitles, and established frameworks 

for analyzing insults and translation techniques. The use of established categorizations— 

such as Ávila-Cabrera’s (2016) classification of swearing types and the translation 

frameworks of Davoodi (2009) and Newmark (1987)—further supports the validity of the 

study, as these methods are widely accepted in the fields of translation studies and 

linguistics. The researchers validated the categories of insults through consensus among 

the researchers, with each one assigned specific terms for classification. The translation 

techniques were reviewed and corrected four times to ensure consistency. 

Reliability was ensured through inter-rater reliability checks. All insults and their 

translations were reviewed by two researchers independently, who categorized them 

according to the pre-determined frameworks. In cases where discrepancies arose, the 

researchers discussed and reached a consensus, thus reducing subjective bias and ensuring 

consistent categorization across the dataset. Additionally, a transparent and replicable 

coding process was used, with clear criteria for assigning translation techniques and insult 

types, ensuring that future researchers can replicate the study under similar conditions. 

 

5.6 Data analysis 

 

The main objective of the data analysis is to methodically interpret the gathered 

data to uncover insights that directly address the study’s research questions and objectives. 
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The purpose of this is to understand better the translation techniques and type of insult in 

the Inside Job series. 

 

Table 4 

Specific objectives, applied techniques and expected results 
 

Specific objective Applied technique Expected result 

To identify and classify 

swear words used in the 

original English dialogue 

of the animated series. 

Classification based on Ávila- 

Cabrera (2016): Abusive, 

Expletives, Invectives, 

Animal name terms, Sexual, 
Scatology, etc. 

Identify cultural patterns 

related to offensive 

language in translation. 

To evaluate effectiveness 

of the translation 

techniques employed in 

“Inside Job”. 

Classification based on 

Davoodi (2009): Taboo for 

Taboo, Euphemism, 

Censorship, Substitution, and 

Newmark  (1987):  Direct 
Translation. 

Identify if the terms 

preserves the original 

intent and impact of the 

dialogue. 

To identify the different 

word-classes fulfilled by 

the taboo words and their 

morphological variants in 
the source text. 

Analysis of word-class roles 

and morphological variants in 

context. 

Identify the grammatical 

roles and variations of 

taboo words in the 

source  text.  (Fucking, 
adjective; shit, noun) 

 

The selected techniques, such as classification based on Ávila-Cabrera (2016) for 

categorizing swear words and insults, and Davoodi (2009) and Newmark’s (1987) 

framework for insults translation, will allow a comprehensive analysis of the research 

questions. By identifying the types of insults and their grammatical roles, the study will 

determine how these expressions vary across characters and episodes. The techniques of 

taboo for taboo, euphemism, censorship and direct translation will be crucial for 

answering the second question, revealing how the cultural and linguistic discrepancies 

between English and Latin American Spanish are addressed. Moreover, examining how 

translation choices influence character portrayal and relationships will be achieved by 

focusing on the impact of swear words in confrontational and comedic scenes. These 

translation techniques will help identify patterns in the use of insults and how they are 

adapted while maintaining the tone and style of the original dialogue. Finally, 

morphological variations will be analyzed by tracing the forms and alterations of insults 
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across episodes, highlighting differences in the use of swear words and their effect on the 

narrative. 

 

In the analysis process, we aim to identify the strategies translators use to convey the 

offensive language, including Censorship, Substitution, Taboo for Taboo, Euphemism and 

Direct Translation. In case of type of insults there are Cursing, Derogatory tone, Insult, 

Oath, Exclamatory phrase, Subtle insult, Profane and Blasphemous, Animal name terms, 

Ethnic / racial / gender slurs, Psychological and physical conditions, Sexual and body part 

references, Urination and scatology, Filth, Drugs and excessive alcohol consumption, 

Violence, and finally Death and killing. 

 

Additionally, the data analysis aims to highlight the challenges that arise in subtitling 

elements such as sensitive words like “f*ck”, “sh*t” “*motherf*cker*, and other terms 

with offensive connotations. By analyzing the translated text, we intend to determine 

whether the intention is preserved or adapted to facilitate understanding for a Spanish- 

speaking audience. In summary, data analysis serves as a vital tool for drawing insights 

that help to explore the intricacies of translating sensitive words or expressions. 

 

After analyzing the episodes and dialogues of the series and identifying every instance of 

the use of the insults throughout the 18 episodes, we created an extensive Excel table with 

583 excerpts where offensive language were employed. In the table, we categorized the 

various translations according to the translation technique applied and type of insult. 

 

5.6.1 Data presentation 

 

After analyzing the episodes and dialogues of the series and identifying each 

instance of insult usage throughout the 18 episodes, we created an extensive Excel table 

with 583 cells, where we included the season, episode number, English title, Spanish title, 

and the subtitler’s name. We also recorded the English sentences containing insults, the 

minute they occurred, and their Spanish translation, along with descriptions of the 

characters and scenes, the translation technique used, and the type of insult. 
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We then created a smaller table categorizing the various translations according to the 

translation technique applied and type of insult. 

 

Figure 2 

The most frequently used translation technique 
 

 

Note: The most frequently used translation technique was Taboo for Taboo with 35.31% 

(208 insults), followed by Substitution with 33.62% (198 insults), then Censorship with 

21.39% (126 insults), Euphemism with 5.60% (33 insults), and Direct Translation with 

4.07% (24 insults). 

 

 

Figure 3 

The most frequently used type of swearing 
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Note: In terms of insult classification, Exclamatory Phrases were the most common, 

representing 33.60% (208 instances), followed by Derogatory Tone at 27.95% (173 

instances), Cursing at 17.45% (108 instances), and direct Insults at 16.80% (104 

instances). Animal Name insults accounted for 3.39% (21 instances), while Subtle Insults 

were the least frequent, at 0.81% (5 instances). No other categories of insults were 

identified in the analysis. 

 

To identify equivalents in the subtitles from the 583 cells containing insults, we selected 

fifteen insults, distributed across four tables, each containing three terms. Each table is 

dedicated to a specific technique and its type of insult: one explains taboo for taboo, 

another censorship, the third substitution, and so on. 

 

5.6.2 Discussion of findings 

 

5.6.2.1 Analysis of translated subtitles 

 

The following section presents an in-depth discussion of the findings, with a 

specific focus on analyzing translation choices and types of insults. This critical 

examination seeks to unpack the complexities behind translation decisions, particularly 

regarding the variations in equivalence identified across the corpus. By closely exploring 

the range of strategies used to render insults into Spanish subtitles, this analysis sheds light 
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on the decision-making processes, challenges, and creative approaches employed by 

translators. The discussion aims to offer valuable insights into the dynamic field of 

audiovisual translation, providing a refined perspective on how linguistic and cultural 

elements (such as offensive language) are carefully managed to convey meaning 

effectively in cross-cultural settings. 

 

Table 5 

Examples of Taboo for Taboo technique 
 

English Spanish subtitles TT Type of 
swearing 

Oh shit! ¡Mierda! Taboo for Taboo Exclamatory 
phrase 

Goddamn it, they’re at 
it again 

Mierda, lo están 
haciendo otra vez 

Taboo for Taboo Cursing 

Well, our continuity is 
fucked. 

La continuidad está 
jodida. 

Taboo for Taboo Derogatory 
tone 

 

Table 5 shows the application of the Taboo for Taboo technique in the translation of 

subtitles into Latin American Spanish is consistently observed. This technique is used to 

translate the taboo words with other taboo words, this occurs when the translators know 

that the expressions are not acceptable to the target language, yet they prefer to translate 

the insults into taboo. By implementing this strategy, the translator could achieve a precise 

translation. 

 

In the first example, the type of swearing is an Exclamatory phrase because the speaker 

swears in an emotional situation to express anger, frustration, joy, surprise, among others. 

Therefore, the translation technique used by the translator achieves a precise translation. 

The translator has chosen a Taboo for Taboo translation to keep the directness of the 

expression without altering its idiomatic nature. Allowing the phrase to carry a similar 

emotional tone while respecting cultural norms. 

 

In the second example, the type of insult is Cursing because it uses an expression that 

invokes the aid of a higher being, it is more ritualistic and deliberately articulated. Here, 

Taboo for Taboo ensures that the emotional intensity and nature of the curse remain intact 
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of the expression “Goddamn it”, by translating it as “Mierda”. The translator may have 

chosen this technique because it kept the original’s forcefulness without altering the 

meaning or the intended emotional expression. 

 

In the third example, the type of insult is Derogatory tone because some swear words can 

be considered derogatory in tone. The translation technique used by the translator 

maintains the derogatory tone and emotional intensity of the original term. The translator 

preserves the insult level and conveys the same sense of frustration or negativity by using 

a similarly strong taboo word in the target language. 

 

Table 6 

Examples of Substitution technique 
 

English Spanish subtitles TT Type of 
swearing 

And those assholes won’t 

let me near their 
headquarters. 

Y esos imbéciles no me 

dejan acercarme a su cuartel. 

Substitution Insult 

Can’t we cover up my 
fucking man boobs? 

¿Podemos cubrir mis 
malditos pechos? 

Substitution Derogatory 
tone 

Already so many. 
Goddamn it 

Ya son muchas. Maldición Substitution Cursing 

 

Table 6 is an example of the application of the Substitution technique in the translation of 

subtitles into Latin American Spanish is consistently observed. This technique is used to 

replace the insults with other words or phrases in the TL that have the same connotative 

meaning as the source language. That is, the other way to translate a taboo term is by 

substituting the term with another term in TL. 

 

In the first example, the type of swearing is Insult because the speaker swears at someone 

with the aim of insulting him/her. The translator chose the technique because he/she 

preferred to use an equivalence that has a lower bad meaning. Therefore, translating 

“assholes” for “imbéciles”, makes the expression less vulgar, although it still conveys a 

similar insulting tone appropriate for the context. 
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In the second example, the type of insult is Derogatory tone because some swear words 

can be considered derogatory in tone. The translator substitutes fucking with malditos, 

generalizing the reference to make it more understandable for Spanish-speaking 

audiences. The substitution of fucking with maldito retains the insult’s strong and 

dismissive tone. It maintains the derogatory tone without directly translating the more 

explicit term “fuckin”. This subtitution preserves the frustration or discomfort expressed 

by the speaker while softening the vulgarity slightly for cultural acceptability. 

 

In the third example, the type of swearing is Cursing because it uses an expression that 

invokes the aid of a higher being, it is more ritualistic and deliberately articulated. By 

using maldición, the translator conveys the insult's severity without a direct translation. 

This substitute is fitting the emotional tone of goddamn it. 

 

Table 7 

Examples of Censorship technique 
 

English Spanish subtitles TT Type of 
swearing 

That’s for throwing me off 
a cliff, you little bastard. 

Eso es por tirarme por un 
precipicio. 

Censorship Insult 

Damn, that is accurate. Es cierto. Censorship Cursing 

I do give a shit about them. Sí me importan. Censorship Derogatory 
tone 

 

As can be seen in Table 7, the application of the Censorship technique in the translation 

of subtitles into Latin American Spanish is consistently observed. This technique is the 

easiest alternative when translating insults. It is used to avoid and censors the phrase as an 

extra term. 

 

In the first example, the type of swearing is Insult because the speaker swears at someone 

with the aim of insulting him/her. Furthermore, the translation technique used is 

Censorship, that is, the term is omitted entirely in the Latin American translation. The 

phrase becomes more neutral. The translator may have preferred this technique because 
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in this case the character Myc was talking with a kid and it may be bad in the target 

language. 

 

In the second example, the type of insult is Cursing because it uses an expression that 

invokes the aid of a higher being, it is more ritualistic and deliberately articulated. The 

translator chose the censorship technique because it was not necessary to translate the 

insult. The taboo word is not a crucial term in the source text. 

 

In the third example, the type of insult is Derogatory tone because some swear words can 

be considered derogatory in tone. The translator may have chosen this translation 

technique because it creates a more natural sentence in the target language. It is more 

accurate. 

 

Table 8 

Examples of Euphemism technique 
 

English Spanish subtitles TT Type of 
swearing 

Holy shit Santo cielo Euphemism Exclamatory 
phrase 

These guys are 
progressive as hell 

Estos tipos son muy 
progresistas. 

Euphemism Subtle insult 

Hell yeah Claro que sí Euphemism Exclamatory 
phrase 

 

Table 8 shows the application of the Euphemism technique in the translation of subtitles 

into Latin American Spanish is consistently observed. According to Davoodi (2009), this 

technique replaces an offensive word or phrase with a more acceptable alternative. It 

serves as a strategy to convey inappropriate language in a way that minimizes the risk of 

offending others. Translators must have a strong understanding of the cultural contexts of 

both the source and target languages to apply this approach effectively. 

 

In the first example, the type of insult used is Exclamatory phrase because the speaker 

swears in an emotional situation to express anger, frustration, joy, surprise, among others. 

The translator chose this technique because it is a more neutral and polite expression that 
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conveys surprise without using taboo language. Additionally, it is often used by Spanish 

speakers. 

 

In the second example, the type of insult is Subtle insult because it is a subtle version of 

an insult. It allows the speaker to be disrespectful towards someone without having to 

resort to the use of offensive words. The translator chose this translation technique because 

it sounds more natural in the target language and conveys emphasis. The euphemistic 

translation avoids the explicit term “hell” while preserving the meaning. 

 

In the third example, the type of insult is an Exclamatory phrase because the speaker 

swears in an emotional situation to express anger, frustration, joy, surprise, among others. 

The translation technique used to translate the expression “Hell yeah” maintains the 

positive tone without including any taboo language. Additionally, it sounds more natural 

in the target text. 

 

Table 9 

Examples of Direct Translation technique 
 

English Spanish subtitles TT Type of 
swearing 

Congratulations, 
idiots. 

Felicitaciones, idiotas Direct 
Translation 

Insult 

You cryptic bastards 

still keeping it 
shady, or what? 

Bastardos crípticos, siguen bajo 

la sombra, ¿o qué? 

Direct 

Translation 

Insult 

Ghostbusters…is 

fucking… stupid 

Cazafantasmas…es…estúpido. Censorship 

and Direct 

Translation 

Derogatory 

tone and 

Insult. 

 

As can be seen in Table 9, the application of the Direct Translation technique in the 

translation of subtitles into Latin American Spanish is consistently observed. According 

to Newmark (1987), this technique aims to literally translate common collocations, 

organizations names, components of compound words. Additionally, it usually relies on 

dictionaries. 



109  

In the first example, the type of swearing is Insult because the speaker swears at someone 

with the aim of insulting him/her. The translation technique maintains the literal meaning 

and tone. This technique keeps the offensive language intact in the target language. This 

equivalent can be retrieved from the dictionary. 

 

In the second example, the type of swearing is Insult because the speaker swears at 

someone with the aim of insulting him/her. The translation technique of “bastards” is 

directly translated as “bastardos” and preserves both the literal meaning and the tone of 

the original language. It can be retrieved from dictionaries. Furthermore, the translator 

achieves a precise and effective translation of the insult, ensuring it remains just as strong 

in the target language as in the source. 

 

In the third example, the researchers could observe two types of insult, Derogatory tone 

because some swear words can be considered derogatory in tone, and Insult because the 

speaker swears at someone with the aim of insulting him/her. The researchers could also 

observe two translation techniques, Censorship and Direct Translation. On one hand, the 

word “fucking” is clearly omitted, it could be because it sounds more natural in that way 

in the target language. On the other hand, the word “stupid” is directly translated as 

“estúpido”, retaining the insult and maintaining the tone of the original expression. It can 

be retrieved from dictionaries. 

 

5.6.3.2 Interpretation of Results 

Figure 4 

The most frequently used translation technique 
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Note: The following data illustrate which techniques were used most frequently. 

 

 

As illustrated in Figure 4, the most commonly used translation technique was Taboo for 

Taboo, accounting for 35.31%. This was followed by Substitution at 33.62%, Censorship 

at 21.39%, Euphemism at 5.60%, and Direct Translation at 4.07%. The frequent use of 

Taboo for Taboo indicates that translators preferred this method, as it effectively preserves 

the original insult’s meaning, tone, and emotional intensity without unnecessary 

complexity. 

 

5.6.3.3 Implications 

 

The study demonstrates that the choice of translation techniques, such as Taboo 

for Taboo or Substitution, significantly impacts how the intensity and tone of insults are 

preserved in Latin American Subtitles. For example, the frequent use of Taboo for Taboo 

highlights an inclination to maintain the directness and emotional weight of the original 

dialogue. The results also show that some insults, such as idiomatic expressions or 

culturally specific references, present greater challenges, requiring subtitlers to strike a 

balance between fidelity and cultural adaptation. 

 

The research builds a robust database and extensive dataset that allows for detailed 

insights into subtitling practices, offering practical implications for future translators. 

Additionally, the research provides valuable material for teaching audiovisual translation, 
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particularly regarding offensive language. Students can learn how different techniques 

affect the meaning, tone, and cultural sensitivity of translations. 

 

Mistranslating insults can lead to cultural misunderstandings or diminish the impact of the 

narrative. For instance, softening an insult might weaken a character’s emotional 

expression, while overly harsh translations could misrepresent the original intent. 

 

The research findings contribute to a better understanding of how offensive language is 

adapted in audiovisual media, particularly in subtitling. This has broader implications for 

translation practices in global streaming platforms like Netflix, where maintaining 

consistency across multiple languages is a challenge. Moreover, by categorizing 

translations strategies, the study offers a framework that can be used to evaluate subtitling 

in other shows or genres. Nevertheless, a limitation of the study is the lack of interviews 

with translators or subtitlers, which could provide direct insights into their decision- 

making processes. Instead, the conclusions rely on the analysis of subtitles and the 

assumptions drawn from the observed patterns. Future research could address this gap by 

incorporating qualitative methods, such as interviews or surveys to complement the 

quantitative findings. 

 

5.7 Conclusion of methodology 

 

The methodology employed in this study effectively facilitated a detailed 

exploration of the translation of insults in the Netflix series Inside Job from English to 

Latin American Spanish. Through a quantitative approach, the study meticulously 

analyzed a range of translation techniques—including Taboo for Taboo, Substitution, 

Censorship, and Euphemism—to evaluate their effectiveness in preserving the subtle 

intent behind offensive language. Using purposive sampling, the researchers focused on 

18 episodes, ensuring a comprehensive and targeted analysis of 583 insults, categorized 

by type and translation technique. This rigorous process, supported by data management 

tools and validation protocols, allowed for a systematic assessment of the ways subtitlers 

navigate cultural and linguistic challenges. By highlighting patterns and translation 
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choices, the methodology provides valuable insights into the complexities of subtitling 

offensive language, contributing to broader understanding within audiovisual translation 

studies. 



113  

CONCLUSION 

 
This conclusion encapsulates the comprehensive findings of the study, which focused 

on analyzing the translation of insults in the Netflix series Inside Job. By identifying 583 

instances of offensive language and categorizing them according to types and translation 

techniques, the research highlighted how subtitlers navigate linguistic fidelity and cultural 

adaptation. The study’s objectives were successfully met, including the classification of 

insults, evaluation of translation strategies such as taboo-for-taboo and substitution, and 

examination of how these choices influenced character portrayal and narrative tone. While 

the study offered a robust framework for understanding audiovisual translation, it also 

identified limitations and proposed future research avenues, such as exploring regional 

variations, audience reception, and ethical considerations, to further refine translation 

practices in multicultural contexts. 

 

 

1. Achievement of Main Aim and Specific Objectives 

 

 

This study aimed to analyze the translation of insults in the animated series Inside 

Job into Latin American Spanish subtitles. Through the identification of 583 insults and 

their categorization based on types and translation techniques, the research effectively 

demonstrated how translators handle offensive language in a cross-cultural context. The 

specific objectives outlined at the beginning of the study were comprehensively addressed, 

providing valuable insights into the complexities of audiovisual translation. 

 

The first objective, the identification and classification of insults, involved categorizing 

the insults into linguistic and cultural classifications. This categorization created a detailed 

map of the offensive language present in the series, serving as a critical foundation for 
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understanding the unique challenges faced by translators. By delineating these categories, 

the study offered a systematic approach to analyzing the intricacies of offensive language. 

 

The second objective focused on evaluating the translation techniques employed in the 

subtitles. The study found that taboo for taboo and substitution were the most commonly 

used strategies. These techniques reflect the translators' efforts to maintain linguistic 

fidelity to the source material while adapting to the cultural sensitivities of the target 

audience. This balance highlights the delicate process of ensuring that the humor and 

emotional weight of the original content are preserved. 

 

The third objective explored the impact of translation decisions on narrative and character 

representation. The research demonstrated that translation choices, such as omission or 

euphemization, sometimes softened characters’ aggressive or humorous tones. These 

alterations could potentially modify the narrative's emotional impact and influence 

audience perception. For example, a more neutralized insult might reduce the intensity of 

a character's personality or diminish the humor intended in a specific scene. 

 

These achievements underscore the study's contribution to understanding how audiovisual 

translation navigates cultural and linguistic barriers. However, the findings also 

acknowledge the inherent complexity of balancing authenticity and cultural sensitivity in 

translations designed for diverse audiences. This study offers a meaningful foundation for 

further exploration of the challenges and strategies involved in the subtitling of offensive 

language. 

 

 

2. Research Questions Revisited 

 

 

The study successfully addressed the research questions, providing insights into 

the dynamics of translating offensive language in audiovisual media. One of the primary 

questions explored the most frequently used insults in Inside Job. The analysis revealed 

that insults related to sex, excrement, and gender were the most common. These categories 
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reflect the humor and satirical tone of the series, offering a robust framework for 

examining the linguistic and cultural adaptations required in the translation process. 

 

Regarding the translation techniques employed in the Latin American Spanish subtitles, 

the study identified taboo for taboo and substitution as the most frequently used methods. 

These techniques enabled translators to preserve the humor and emotional tone of the 

original insults while adapting them to align with the cultural norms and sensitivities of 

the Latin American audience. Such strategies highlight the delicate balance between 

maintaining authenticity and ensuring cultural appropriateness. 

 

The analysis also investigated how translation choices impacted character portrayal. 

Direct translations tended to preserve the original tone and intentions of the characters, 

maintaining their aggressive, humorous, or confrontational traits. In contrast, the use of 

euphemisms or omissions often softened these traits, altering audience perceptions, 

particularly in scenes where humor or conflict played a significant role. 

 

The study further examined the linguistic characteristics of the insults, uncovering a 

frequent use of intensifiers and modifiers in the source text. These elements added 

emphasis and humor but posed significant challenges in translation due to linguistic and 

cultural differences between English and Spanish. Translators had to navigate these 

disparities carefully to retain the intended effect of the dialogue. 

 

Finally, the research addressed morphological variations, such as diminutives and 

augmentatives, which were strategically used in both the source and target languages to 

modify the intensity of insults. These variations proved essential for adapting the dialogue 

in a way that resonated with the target audience while retaining the original's emotional 

and narrative weight. 

 

While these questions were thoroughly addressed, future studies could benefit from 

exploring additional dimensions, such as audience reception, to further evaluate the 

effectiveness and impact of these translation strategies. This perspective would provide 
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valuable insights into how audiences perceive and respond to the adaptations, adding a 

layer of understanding to the complex process of audiovisual translation. 

 

 

3. Methodological Reflection 

 

 

 

3.1 Limitations 

 

 

The study encountered several limitations. Firstly, the analysis focused exclusively 

on Inside Job, which limits the generalizability of the findings to other genres or formats. 

Secondly, the lack of direct engagement with subtitlers restricted insight into the rationale 

behind their decisions. Additionally, the standardization of Latin American Spanish in the 

subtitles overlooked regional variations, potentially reducing cultural specificity. 

 

Another limitation involved the exclusion of audience reception data. Understanding how 

viewers perceive and respond to translated insults could provide valuable feedback on the 

effectiveness of the strategies employed. Addressing these limitations in future research 

would enhance the comprehensiveness and applicability of the findings. 

3.2 Contributions to the Field 

 

 

This study makes a significant contribution to the field of audiovisual translation 

by offering a detailed analysis of the techniques used to translate insults. Through its 

findings, the research provides a comprehensive framework for understanding and 

addressing the challenges associated with subtitling offensive language. Its key 

contributions can be summarized in three main areas. 

 

First, the study establishes a robust framework for categorizing and analyzing insults in 

audiovisual media. By systematically grouping offensive expressions based on linguistic 

and cultural dimensions, the research lays the groundwork for a structured approach to 

understanding the intricacies of translating such language. This categorization not only 
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facilitates academic analysis but also serves as a practical tool for professionals tasked 

with translating similar content. 

 

Second, the findings highlight the delicate balance required between linguistic fidelity and 

cultural adaptation in subtitling. Translators must preserve the humor, emotional tone, and 

narrative weight of the original insults while ensuring that these elements are culturally 

appropriate for the target audience. The study demonstrates how techniques like taboo for 

taboo and substitution help achieve this balance, showcasing the skill and sensitivity 

required in audiovisual translation. 

 

Third, the research offers practical insights for translators and subtitlers, particularly those 

working with global platforms like Netflix. By analyzing real-world examples from Inside 

Job, the study provides valuable guidelines for navigating the complexities of offensive 

language in cross-cultural contexts. These insights are especially relevant for 

professionals aiming to create content that resonates with diverse, multicultural audiences 

while maintaining the integrity of the original material. 

 

Together, these contributions reinforce the role of translators as cultural mediators who 

navigate complex linguistic and social landscapes. Translators play a pivotal part in 

bridging cultural gaps, ensuring that the content they adapt remains engaging, respectful, 

and accessible to audiences from varied backgrounds. This study not only underscores the 

importance of their work but also equips them with tools to approach the challenges of 

translating offensive language with greater precision and cultural awareness. 

 

 

3.3 Future Research Directions 

 

 

This study opens several promising avenues for further exploration, offering 

opportunities to deepen our understanding of the complexities involved in audiovisual 

translation. Future research could expand on the current findings by addressing a broader 

range of formats, methodologies, and cultural dimensions. 
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One potential direction is to analyze the translation of insults in other audiovisual formats, 

such as dubbing. By comparing subtitling and dubbing techniques, researchers could 

explore how the constraints and affordances of each medium influence translation choices. 

This comparison could reveal distinct challenges faced by translators and provide insights 

into the differing impacts on audience perception. 

 

Another valuable approach involves conducting qualitative studies with subtitlers to gain 

a deeper understanding of their decision-making processes. Direct engagement with 

professionals would shed light on the practical and creative considerations behind specific 

translation strategies, as well as the pressures they face in balancing fidelity to the source 

material with cultural appropriateness. 

 

Examining audience reception of translated insults presents another important research 

avenue. Studies focusing on how viewers perceive and interpret these translations could 

evaluate their impact on narrative comprehension and overall enjoyment. Such research 

would offer a crucial perspective on the effectiveness of various translation techniques 

and their alignment with audience expectations. 

 

Future studies could also expand the analysis to include regional variations in Latin 

American Spanish. Investigating how different cultural and linguistic contexts within 

Latin America shape the reception and adaptation of offensive language would enrich our 

understanding of cultural diversity in audiovisual translation. This approach would 

provide a more in-depth view of the complexities involved in catering to a heterogeneous 

audience. 

 

Finally, investigating the ethical considerations of translating offensive language in 

multicultural contexts could provide critical insights into the responsibilities and 

challenges faced by translators. Ethical dilemmas, such as balancing artistic integrity with 

cultural sensitivities, represent an area that merits further exploration. 
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By pursuing these research directions, future studies could build on the foundations 

established here, offering a more comprehensive view of the strategies, challenges, and 

impacts associated with the translation of offensive language in audiovisual media. These 

efforts would not only advance academic discourse but also provide practical benefits for 

translators working in increasingly globalized and multicultural contexts. 

 

 

4. Conclusion Recap 

 

 

This study examined the translation of insults in Inside Job, focusing on how 

subtitlers adapted offensive language for a Latin American audience. The findings 

demonstrate that translation strategies, such as taboo for taboo and substitution, 

effectively balance the original dialogue’s humor and emotional tone with cultural 

sensitivities. However, some techniques, like omission or euphemization, occasionally 

altered character portrayal, raising questions about narrative fidelity. 

 

The study's contributions to audiovisual translation research are significant, providing a 

detailed framework for analyzing the translation of taboo language and offering practical 

guidance for translators. Nevertheless, the limitations identified highlight the need for 

further research, particularly regarding audience reception and regional linguistic 

variations. 

 

We conclude that translating offensive language in audiovisual media is a complex 

process that requires careful consideration of linguistic, cultural, and narrative factors. 

This study underscores the importance of audiovisual translators as cultural mediators and 

offers insights that could enhance future practices in this evolving field. 



120  

REFERENCES 

 
Abu-Rayyash, H., Haider, A., & Al-Adwan, A. (2023) Strategies of translating swear 

words into Arabic: a case study of a parallel corpus of Netflix English-Arabic 

movie subtitles. Humanities and Social Sciences Communications, 10(39), 1-13. 

https://doi.org/10.1057/s41599-023-01506-3 

Andini, D., & Amilia, I. (2022). An analysis of swearing word types and translation 

techniques in Shaft movie subtitles. Jurnal Bahasa Asing Lia, 3(1), 40-54. 

https://www.researchgate.net/publication/366167106_AN_ANALYSIS_OF_SW 

EARING_WORD_TYPES_AND_TRANSLATION_TECHNIQUES_IN_SHAF 

T_MOVIE_SUBTITLES 

Ávila-Cabrera, J. (2016). The subtitling of offensive and taboo language into Spanish of 

Inglourious Basterds. Babel: Revue Internationale de la Traduction = 

International Journal of Translation, 62(2). 211-232. 

https://doi.org/10.1075/babel.62.2.03avi 

Ávila-Cabrera, J. (2016). The treatment of offensive and taboo language in the subtitling 

of “Reservoir Dogs” into Spanish. Revista de Traductología, 20, 25-40. 

https://doi.org/10.24310/TRANS.2016.v0i20.3145 

Azhar, A. (2019). Acceptability Aspects Of Taboo Terms Translation In Netflix Series 

Subtitle: Sex Education In Indonesian Translation. (Publication No. 

11150260000003) [A Thesis, Fakultas Adab dan Humaniora UIN Syarif 

Hidayatullah Jakarta]. 

http://repository.uinjkt.ac.id/dspace/handle/123456789/49395 

Baker, M. (2006). Translation and Conflict: A Narrative Account. Routledge. 

https://doi.org/10.4324/9780203099919 

Baker, M. (1992). In Other Words: A Coursebook on Translation. Routledge. 

https://doi.org/10.4324/9780203133590 

Bassnett, S. (2002). Translation Studies (3rd ed.). Routledge. 

https://doi.org/10.4324/9780203427460 

Ben Slamia, F. (2020). Translation Strategies of Taboo Words in Interlingual Film 

Subtitling. International Journal of Linguistics, Literature and Translation, 3(6), 

82-98. https://doi.org/10.32996/ijllt.2020.3.6.9 

Birtalan, A. (2023). Translating insults from a relevance theory approach. Eficientizarea 

comunicarii in procesul educational. Language and Discourse, 10. 

https://www.researchgate.net/profile/Adriana-Geanta- 

2/publication/372649255_Efficient_communication_in_the_educational_environ 

ment/links/64c15b5ec41fb852dd9d75cc/Efficient-communication-in-the- 

educational-environment.pdf#page=40 

Chiaro, D. (2009). Issues in audiovisual translation. The Routledge Companion to 

Translation Studies. The Routledge Companion to Translation Studies. 

Routledge. https://www.academia.edu/download/53061771/delia_chiaro.pdf 

Davoodi, Z. (2009). On the translation of taboos. [Master of Arts in translation studies, 

Bandar-Abbas University]. 

https://www.translationdirectory.com/articles/article2052.php 

https://doi.org/10.1057/s41599-023-01506-3
https://www.researchgate.net/publication/366167106_AN_ANALYSIS_OF_SWEARING_WORD_TYPES_AND_TRANSLATION_TECHNIQUES_IN_SHAFT_MOVIE_SUBTITLES
https://www.researchgate.net/publication/366167106_AN_ANALYSIS_OF_SWEARING_WORD_TYPES_AND_TRANSLATION_TECHNIQUES_IN_SHAFT_MOVIE_SUBTITLES
https://www.researchgate.net/publication/366167106_AN_ANALYSIS_OF_SWEARING_WORD_TYPES_AND_TRANSLATION_TECHNIQUES_IN_SHAFT_MOVIE_SUBTITLES
https://doi.org/10.1075/babel.62.2.03avi
https://doi.org/10.24310/TRANS.2016.v0i20.3145
http://repository.uinjkt.ac.id/dspace/handle/123456789/49395
https://doi.org/10.4324/9780203099919
https://www.academia.edu/12307257/In_Other_Words_A_coursebook_on_translation
https://doi.org/10.4324/9780203133590
https://doi.org/10.4324/9780203427460
https://doi.org/10.32996/ijllt.2020.3.6.9
https://www.researchgate.net/profile/Adriana-Geanta-2/publication/372649255_Efficient_communication_in_the_educational_environment/links/64c15b5ec41fb852dd9d75cc/Efficient-communication-in-the-educational-environment.pdf#page%3D40
https://www.researchgate.net/profile/Adriana-Geanta-2/publication/372649255_Efficient_communication_in_the_educational_environment/links/64c15b5ec41fb852dd9d75cc/Efficient-communication-in-the-educational-environment.pdf#page%3D40
https://www.researchgate.net/profile/Adriana-Geanta-2/publication/372649255_Efficient_communication_in_the_educational_environment/links/64c15b5ec41fb852dd9d75cc/Efficient-communication-in-the-educational-environment.pdf#page%3D40
https://www.researchgate.net/profile/Adriana-Geanta-2/publication/372649255_Efficient_communication_in_the_educational_environment/links/64c15b5ec41fb852dd9d75cc/Efficient-communication-in-the-educational-environment.pdf#page%3D40
https://www.researchgate.net/profile/Adriana-Geanta-2/publication/372649255_Efficient_communication_in_the_educational_environment/links/64c15b5ec41fb852dd9d75cc/Efficient-communication-in-the-educational-environment.pdf#page%3D40
https://www.researchgate.net/profile/Adriana-Geanta-2/publication/372649255_Efficient_communication_in_the_educational_environment/links/64c15b5ec41fb852dd9d75cc/Efficient-communication-in-the-educational-environment.pdf#page%3D40
https://www.academia.edu/download/53061771/delia_chiaro.pdf
https://www.translationdirectory.com/articles/article2052.php


121  

De Bruyne, E. (2019). The Dutch Translation of English Taboo Language in subtitles. 

[Master of Multilingual Communication, Ghent University]. 

https://libstore.ugent.be/fulltxt/RUG01/002/789/821/RUG01- 

002789821_2019_0001_AC.pdf 

Díaz-Cintas, J., & Remael, A. (2007). Audiovisual translation: subtitling. Linguistica 

Antverpiensia, 7, 265-268. http://dx.doi.org/10.1556/Acr.9.2008.2.8 

Díaz-Cintas, J., & Remael, A. (2021). Subtitling: Concepts and Practices. redit: Revista 

electrónica de didáctica de la traducción y la interpretación, 14, 108-111. 

https://doi.org/10.24310/REDIT.2020.v1i14.12350 

Du, X. (2012). A Brief Introduction of Skopos Theory. Theory and Practice in 

Language Studies. 2. https://doi.org/10.4304/tpls.2.10.2189-2193 

Fägersten, K. B., & Bednarek, M. (2022). The evolution of swearing in television 

catchphrases. Language and Literature, 31(2), 196-226. 

https://doi.org/10.1177/09639470221090371 

Fägersten, K., Stapleton, K., & Hjort, M. (2024). Censorship and taboo maintenance in 

L1 and LX swearing. Languages, 9(4), 128 

https://doi.org/10.3390/languages9040128 

Gedik, T. A. (2020). Translation of Turkish swear words in subtitling: GORA. 

International Journal of English Language & Translation Studies, 8(1). 19-26. 

https://eltsjournal.org/archive/value8%20issue1/3-8-1-20.pdf 

Gil-Bardají, A., & Presas, M. (2008). Procedimientos, técnicas, estrategias: operadores 

del proceso traductor. [Thesis, Universitat Autònoma de Barcelona]. 

https://ddd.uab.cat/record/45586 

Grobelna, B. (2023). Swear words in netflix's adult animation “Bojack Horseman” 

season 1. A corpus-assited study. Linguistische Treffen in Wroclaw, 24. 255-264. 

http://dx.doi.org/10.23817/lingtreff.24-17 

Han, C., & Wang, K. (2014). Subtitling swearwords in reality TV series from English 

into Chinese: A corpus-based study of The Family. The International Journal for 

Translation & Interpreting Research, 6(2). https://www.trans- 

int.org/index.php/transint/article/view/271/160 

Hanks, W. (2014). Translating worlds, The epistemological space of translation. 

University of California. HAU: Jounal of Ethnographic Theory, 4(2), 1-16. 

https://www.journals.uchicago.edu/doi/pdf/10.14318/hau4.2.001 

Hashemizadeh, A., & A, Samir. (2023). Rendering Taboos in Subtitling and Dubbing: A 

Case Study of the Persian Translation of the American Drama Television Series. 

Journal of Research in Techno-based Language Education, 3(1). 

https://www.jrtle.ir/article_168703_1d96271f5f306f8a78cc75b91a42cd5f.pdf 

Hatim, B., & Mason, I. (1997). The Translator as Communicator. Routledge. 

http://ilts.ir/content/ilts.ir/page/142/contentimage/translator%20as%20communca 

tor.pdf 

Hernando, N. (2022). A Study of Subtitle Translation Strategies Used to Translate the 

Offensive Language in Billions. Kata Kita: Journal of Language, Literature, and 

Teaching, 10(2). https://doi.org/10.9744/katakita.10.2.207-214 

Hjort, M. (2009). Swearwords in Subtitles: A Balancing Act. inTRAlinea, Special Issue: 

The Translation of Dialects in Multimedia. 

https://www.intralinea.org/specials/article/1718 

https://libstore.ugent.be/fulltxt/RUG01/002/789/821/RUG01-002789821_2019_0001_AC.pdf
https://libstore.ugent.be/fulltxt/RUG01/002/789/821/RUG01-002789821_2019_0001_AC.pdf
http://dx.doi.org/10.1556/Acr.9.2008.2.8
https://doi.org/10.24310/REDIT.2020.v1i14.12350
https://doi.org/10.4304/tpls.2.10.2189-2193
https://doi.org/10.1177/09639470221090371
https://doi.org/10.3390/languages9040128
https://eltsjournal.org/archive/value8%20issue1/3-8-1-20.pdf
https://ddd.uab.cat/record/45586
http://dx.doi.org/10.23817/lingtreff.24-17
https://www.trans-int.org/index.php/transint/article/view/271/160
https://www.trans-int.org/index.php/transint/article/view/271/160
https://www.journals.uchicago.edu/doi/pdf/10.14318/hau4.2.001
https://www.jrtle.ir/article_168703_1d96271f5f306f8a78cc75b91a42cd5f.pdf
http://ilts.ir/content/ilts.ir/page/142/contentimage/translator%20as%20communcator.pdf
http://ilts.ir/content/ilts.ir/page/142/contentimage/translator%20as%20communcator.pdf
https://doi.org/10.9744/katakita.10.2.207-214
https://www.intralinea.org/specials/article/1718
https://www.intralinea.org/specials/article/1718


122  

Jakobson, R. (1959). On Linguistic Aspects of Translation. In On Translation. R. 

Brower. 

https://web.unica.it/static/resources/cms/documents/Unit1BextensionpapersJakob 

sonandHolmes.pdf 

Jay, K., & Jay, T. (2015). Taboo word fluency and knowledge of slurs and general 

pejoratives: deconstructing the poverty-of-vocabulary myth. Language Sciences, 

52, 251-259. https://doi.org/10.1016/j.langsci.2014.12.003 

Khalaf, B. (2016). An introduction to subtitling: challenges and strategies. International 

Journal of Comparative Literature and Translation Studies. 3(1). 

https://www.researchgate.net/publication/324921121_AN_INTRODUCTION_T 

O_SUBTITLING_CHALLENGES_AND_STRATEGIES 

Kubíčková, P. (2022). Impoliteness Strategies: A Case Study of the South Park 

Television Series. [Bachelor’s Thesis, Palacký University Olomouc]. 

https://theses.cz/id/r953x6/BP_Kubickova_Petra.pdf 

Martínez & Yus. (2000). Insults: a relevance-theoretic taxonomical approach to their 

translation. International Journal of Translation: an International Journal of 

Translation Studies (IJT), 12(1). 97-130. 

https://www.researchgate.net/publication/258697847_Insults_a_Relevance- 

Theoretic_Taxonomical_Approach_to_Their_Translation#:~:text=Insults%20are 

%20often%20d,interfere%20with%20language%20research 

Mattsson, J. (2006). Linguistic variation in subtitling the subtitling of swearwords and 

discourse markers on public television, commercial television and DVD. MuTra 

– Audiovisual Translation Scenarios: Conference Proceedings. 

https://www.euroconferences.info/proceedings/2006_Proceedings/2006_Mattsso 

n_Jenny.pdf 

Mohamed, N., & Al Sarhani, A. (2021). Subtitling strategies of swear words and taboo 

expressions in the movie “Training Day”. Heliyon, 7(7). 

https://doi.org/10.1016/j.heliyon.2021.e07351 

Molina, L., & Hurtado Albir, A. (2002). Translation Techniques Revisited: A Dynamic 

and Functionalist Approach. Meta, 47(4), 498-512. 

http://dx.doi.org/10.7202/008033ar 

Moura, W. (2024). The Subtitling of Swearing: A Pilot Reception Study. Languages, 

9(5). 1-20. http://dx.doi.org/10.3390/languages9050184 

Newmark, P. (1988). A Textbook of Translation. Prentice-Hall International. 

https://archive.org/details/ATextbookOfTranslationByPeterNewmark 

Pedersen, J. (2018). From old tricks to Netflix: How local are interlingual subtitling 

norms for streamed television? Journal of Audiovisual Translation, 1(1), 81–100. 

https://doi.org/10.47476/jat.v1i1.46 

Pedersen. (2011). Subtitling Norms for Television. An exploration focussing on 

extralinguistic cultural references. Benjamins Translation Library, 98. 

https://jvinfo.nu/LMEDIA/Advanced_Translation_on_Subtitling.pdf 

Pinker, Steven. (2007). The stuff of Thought: Language as a Window into Human 

Nature. Penguin Books. 

Sejdiraj, S. (2022). Audiovisual translation: a descriptive and comparative study of 

taboo language and swearing in the Italian dubbings of South Park. [Thesis, 

Università Ca' Foscari Venezia]. 

https://web.unica.it/static/resources/cms/documents/Unit1BextensionpapersJakobsonandHolmes.pdf
https://web.unica.it/static/resources/cms/documents/Unit1BextensionpapersJakobsonandHolmes.pdf
https://doi.org/10.1016/j.langsci.2014.12.003
https://www.researchgate.net/publication/324921121_AN_INTRODUCTION_TO_SUBTITLING_CHALLENGES_AND_STRATEGIES
https://www.researchgate.net/publication/324921121_AN_INTRODUCTION_TO_SUBTITLING_CHALLENGES_AND_STRATEGIES
https://theses.cz/id/r953x6/BP_Kubickova_Petra.pdf
https://www.researchgate.net/publication/258697847_Insults_a_Relevance-Theoretic_Taxonomical_Approach_to_Their_Translation#%3A~%3Atext%3DInsults%20are%20often%20d%2Cinterfere%20with%20language%20research
https://www.researchgate.net/publication/258697847_Insults_a_Relevance-Theoretic_Taxonomical_Approach_to_Their_Translation#%3A~%3Atext%3DInsults%20are%20often%20d%2Cinterfere%20with%20language%20research
https://www.researchgate.net/publication/258697847_Insults_a_Relevance-Theoretic_Taxonomical_Approach_to_Their_Translation#%3A~%3Atext%3DInsults%20are%20often%20d%2Cinterfere%20with%20language%20research
https://www.euroconferences.info/proceedings/2006_Proceedings/2006_Mattsson_Jenny.pdf
https://www.euroconferences.info/proceedings/2006_Proceedings/2006_Mattsson_Jenny.pdf
https://doi.org/10.1016/j.heliyon.2021.e07351
https://www.researchgate.net/publication/272899204_Translation_Techniques_Revisited_A_Dynamic_and_Functionalist_Approach
http://dx.doi.org/10.7202/008033ar
http://dx.doi.org/10.3390/languages9050184
https://archive.org/details/ATextbookOfTranslationByPeterNewmark
https://doi.org/10.47476/jat.v1i1.46
https://jvinfo.nu/LMEDIA/Advanced_Translation_on_Subtitling.pdf
http://dspace.unive.it/bitstream/handle/10579/23186/864858-1268554.pdf?sequence=2
http://dspace.unive.it/bitstream/handle/10579/23186/864858-1268554.pdf?sequence=2


123  

http://dspace.unive.it/bitstream/handle/10579/23186/864858- 

1268554.pdf?sequence=2 

Spanakaki, K. (2007). Translating humor for subtitling. Translation Journal, 11(2) 

https://translationjournal.net/journal/40humor.htm 

Taherdoost, H. (2022). What are Different Research Approaches? Comprehensive 

Review of Qualitative, Quantitative, and Mixed Method Research, Their 

Applications, Types, and Limitations. Journal of Management Science & 

Engineering Research, 5(1): 53-63 https://doi.org/10.30564/jmser.v5i1.4538 

Torres, A. (2016). On the translation of taboo words in an English-Spanish corpus of 

film subtitles. [Thesis, Universidad de Jaén]. 

https://crea.ujaen.es/bitstream/10953.1/3396/1/Torres_Cuenca_Antonio_TFG_Es 

tudios_Ingleses.pdf 

Toury, G. (1995). Descriptive Translation Studies and Beyond. Ámsterdam: John 

Benjamins. 

https://api.pageplace.de/preview/DT0400.9789027274595_A24764367/preview- 

9789027274595_A24764367.pdf 

Tuhkanen, A. (2017). Is a Foul Word Said Like It Is? Translation of Swearwords in OZ. 

[Master, University of Vaasa]. 

https://osuva.uwasa.fi/bitstream/handle/10024/6015/osuva_7554.pdf?sequence% 

E2%80%89=%E2%80%891%26isAllowed%E2%80%89=%E2%80%89y 

Venuti, L. (1995). The Translator's Invisibility: A History of Translation. Routledge. 
http://dx.doi.org/10.4324/9780203360064 

Vinay, J.-P., & Darbelnet, J. (1958). Stylistique comparée du français et de l’anglais. 

Didier. 

https://ia803006.us.archive.org/1/items/VinayDarbelnetStylistiqueCompareDuFr 

anaisEtDeLanglais/Vinay- 

Darbelnet_Stylistique%20compar%C3%A9e%20du%20fran%C3%A7ais%20et 

%20de%20l'anglais.pdf 

Wilkinson, M. (2021). Taboo and Offensive Language in Audiovisual Translation: A 

Spanish to English Case Study of the Television Series Paquita Salas. University 

Honors College Middle Tennessee State University. 

https://jewlscholar.mtsu.edu/handle/mtsu/6545 

Xavier, C. (2022). A three-layered typology for the subtitling of taboo. A corpus-based 

proposal of methods, strategies, and techniques. Babel, 68(4), 586-609. 

https://doi.org/10.1075/babel.00283.xav 

Yus, F, & Martínez, J. (2013). Towards a cross-cultural pragmatic taxonomy of insults. 

Journal of Language Aggression and Conflict. 1. 87-114. 

https://doi.org/10.1075/jlac.1.1.05mat 

Yusuf, M. (2024). Analysis of translation technique and quality of taboo terms in Rick 

and Morty (2017) subtitle series. [Thesis, Politeknik Negeri Jakarta]. 

https://repository.pnj.ac.id/id/eprint/21164/7/Halaman%20Identitas%20Skripsi% 

20Muhammad%20Yusuf.pdf 

 

 

 

http://dspace.unive.it/bitstream/handle/10579/23186/864858-1268554.pdf?sequence=2
http://dspace.unive.it/bitstream/handle/10579/23186/864858-1268554.pdf?sequence=2
https://translationjournal.net/journal/40humor.htm
https://doi.org/10.30564/jmser.v5i1.4538
https://crea.ujaen.es/bitstream/10953.1/3396/1/Torres_Cuenca_Antonio_TFG_Estudios_Ingleses.pdf
https://crea.ujaen.es/bitstream/10953.1/3396/1/Torres_Cuenca_Antonio_TFG_Estudios_Ingleses.pdf
https://crea.ujaen.es/bitstream/10953.1/3396/1/Torres_Cuenca_Antonio_TFG_Estudios_Ingleses.pdf
https://api.pageplace.de/preview/DT0400.9789027274595_A24764367/preview-9789027274595_A24764367.pdf
https://api.pageplace.de/preview/DT0400.9789027274595_A24764367/preview-9789027274595_A24764367.pdf
https://osuva.uwasa.fi/bitstream/handle/10024/6015/osuva_7554.pdf?sequence%E2%80%89=%E2%80%891%26isAllowed%E2%80%89%3D%E2%80%89y
https://osuva.uwasa.fi/bitstream/handle/10024/6015/osuva_7554.pdf?sequence%E2%80%89=%E2%80%891%26isAllowed%E2%80%89%3D%E2%80%89y
http://dx.doi.org/10.4324/9780203360064
https://ia803006.us.archive.org/1/items/VinayDarbelnetStylistiqueCompareDuFranaisEtDeLanglais/Vinay-Darbelnet_Stylistique%20compar%C3%A9e%20du%20fran%C3%A7ais%20et%20de%20l%27anglais.pdf
https://ia803006.us.archive.org/1/items/VinayDarbelnetStylistiqueCompareDuFranaisEtDeLanglais/Vinay-Darbelnet_Stylistique%20compar%C3%A9e%20du%20fran%C3%A7ais%20et%20de%20l%27anglais.pdf
https://ia803006.us.archive.org/1/items/VinayDarbelnetStylistiqueCompareDuFranaisEtDeLanglais/Vinay-Darbelnet_Stylistique%20compar%C3%A9e%20du%20fran%C3%A7ais%20et%20de%20l%27anglais.pdf
https://ia803006.us.archive.org/1/items/VinayDarbelnetStylistiqueCompareDuFranaisEtDeLanglais/Vinay-Darbelnet_Stylistique%20compar%C3%A9e%20du%20fran%C3%A7ais%20et%20de%20l%27anglais.pdf
https://jewlscholar.mtsu.edu/handle/mtsu/6545
https://doi.org/10.1075/babel.00283.xav
https://doi.org/10.1075/jlac.1.1.05mat
https://repository.pnj.ac.id/id/eprint/21164/7/Halaman%20Identitas%20Skripsi%20Muhammad%20Yusuf.pdf
https://repository.pnj.ac.id/id/eprint/21164/7/Halaman%20Identitas%20Skripsi%20Muhammad%20Yusuf.pdf


124  

ANNEXES
 



Annex 1: Translation Techniques and Contextual Analysis 

 

Annex 1 provides a detailed breakdown of translation techniques used for insults in 

the series Inside Job. It includes a comprehensive dataset organized by episode and scene, 

highlighting the original English phrases alongside their Latin American Spanish 

translations. Each entry specifies the characters involved, the type of insult, and its contextual 

background. This annex serves as a critical resource for understanding how translators 

approach offensive language in different scenarios, balancing cultural sensitivities with the 

intent and tone of the original dialogue. By categorizing the insults, it sheds light on the 

challenges and decisions involved in audiovisual translation. 

 

Annex 2: Frequency and Patterns of Insult Types 

 

Annex 2 focuses on the frequency and patterns of insult types found throughout the 

series. It presents a statistical analysis of various offensive terms, classified by their severity 

and category, such as expletives, animal references, or derogatory terms. Additionally, it 

explores how specific translation techniques—such as taboo-for-taboo, substitution, and 

euphemism—are applied across different contexts. This annex provides valuable insights 

into the recurring themes and language dynamics in the show, offering a quantitative 

perspective on the creative strategies employed by translators to adapt insults for a culturally 

diverse audience. 

 

Annex 3: Episode Summaries and Social Critiques 

 

Annex 3 offers summaries of each episode in Inside Job, paired with an analysis of 

the social critiques embedded in the narrative. It highlights how the series uses humor and 

satire to comment on societal issues such as workplace dynamics, conspiracy theories, and 

technological ethics. The annex also provides details on the original air dates, directors, and 

writers, offering a holistic view of the show’s creative process. This section not only 

contextualizes the linguistic analysis but also emphasizes the broader cultural and thematic 

significance of the series, enriching the study’s interdisciplinary approach. 
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asshole

bastard
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dumb

pussy

weirdo

crap

idiot

dick

dork

screw
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bitching

damn

goddamn

hell

douchbag

shit

dipshit

shitty

bullshit

shithead

suck

deadbeat

wack

W
ha

t t
he

 e
nt

ire
 fu

ck
 a

re
 y

ou
 d

oi
ng

 h
er

e?
¿Q

ué
 m

ie
rd

a 
ha

ce
s a

qu
í?

1
1

W
ha

t t
he

 fu
ck

 a
re

 w
e 

do
in

g?
¿Q

ué
 d

ia
bl

os
 e

st
am

os
 h

ac
ie

nd
o?

1
1

W
ha

t t
he

 fu
ck

 a
re

 y
ou

 th
in

ki
ng

?
¿Q

ué
 c

ar
aj

o 
es

tá
s p

en
sa

nd
o?

1
1

W
ha

t t
he

 fu
ck

 d
oe

s t
ha

t e
ve

n 
m

ea
n?

¿Q
ué

 si
gn

ifi
ca

?
1

1
W

ha
t t

he
 fu

ck
?

¿Q
ué

 d
em

on
io

s?
1

1
W

ha
t t

he
 fu

ck
?

¿Q
ué

?
1

1
W

ha
t t

he
 fu

ck
?

¿Q
ué

 c
ar

aj
o?

1
1

W
ha

t t
he

--
 G

od
da

m
n 

it
¿Q

ué
...

? 
M

al
di

ci
ón

1
1

W
ha

t t
he

 h
el

l a
m

 I 
su

pp
os

ed
 to

 d
o 

no
w

?
¿Q

ué
 d

em
on

io
s d

eb
o 

ha
ce

r a
ho

ra
?

1
1

W
ha

t t
he

 h
el

l a
re

 th
os

e 
th

in
gs

?
¿q

ué
 d

em
on

io
s e

s e
so

?
1

1
w

ha
t t

he
 h

el
l a

re
 y

ou
...

¿q
ué

 e
st

ás
...

?
1

1
W

ha
t t

he
 h

el
l i

s a
 K

oo
sh

 b
al

l?
¿Q

ué
 e

s u
na

 p
el

ot
a 

K
oo

sh
?

1
1

W
ha

t t
he

 h
el

l i
s h

ap
pe

ni
ng

 to
 K

lu
ge

?
¿Q

ué
 d

ia
bl

os
 le

 e
st

á 
pa

sa
nd

o 
a 

K
lu

ge
?

1
1

W
ha

t t
he

 h
el

l i
s i

t?
¿C

uá
l d

ia
bl

os
 e

ra
?

1
1

W
ha

t t
he

 h
el

l i
s t

hi
s?

¿Q
ué

 d
ia

bl
os

 e
s e

st
o?

1
1

W
ha

t t
he

 h
el

l i
s t

hi
s?

¿Q
ué

 d
ia

bl
os

 e
s e

st
o?

1
1

W
ha

t t
he

 h
el

l i
s w

ro
ng

 w
ith

 m
e?

¿Q
ué

 d
em

on
io

s m
e 

oc
ur

re
?

1
1

W
ha

t t
he

 h
el

l w
as

 th
at

?
¿Q

ué
 d

ia
bl

os
 fu

e 
es

o?
1

1
W

ha
t t

he
 h

el
l w

as
 th

at
?

¿Q
ué

 d
ia

bl
os

 fu
e 

es
o?

1
1

W
ha

t t
he

 h
el

l, 
B

re
tt?

¿Q
ué

 d
ia

bl
os

, B
re

tt?
1

1
W

ha
t t

he
 h

el
l, 

di
ll-

ho
le

?
¿Q

ué
 d

em
on

io
s?

1
1

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
 d

em
on

io
s?

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
 e

s e
st

o?
1

1
W

ha
t t

he
 h

el
l?

¿Q
ué

...
?

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
 d

ia
bl

os
?

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
?

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
 d

ia
bl

os
?

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
 d

em
on

io
s?

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
 d

ia
bl

os
?

1
1

W
ha

t t
he

 h
el

l?
¿Q

ué
 d

ia
bl

os
?

1
1

W
ha

t t
he

 h
el

l?
 A

re
 y

ou
 a

ll 
hi

gh
?

¿Q
ué

? 
¿E

st
án

 to
do

s d
ro

ga
do

s?
1

1
W

ha
t t

he
 h

el
l?

 T
hi

s p
la

ce
 is

 a
 m

es
s!

¿Q
ué

? 
¡E

st
e 

lu
ga

r e
s u

n 
de

sa
st

re
!

1
1

W
ha

t t
he

 sh
it 

ha
pp

en
ed

 to
 A

nd
re

?
¿Q

ué
 le

 p
as

ó 
a A

nd
re

?
1

1
W

ha
t t

he
 sh

it?
¿Q

ué
 m

ie
rd

a?
1

1
W

ha
t t

he
 sh

it?
¿Q

ué
 m

ie
rd

a?
1

1
W

ha
t t

he
 sh

it?
¿Q

ué
?

1
1

W
ha

t?
 fu

ck
 n

o
¿Q

ué
? 

ni
 m

ie
rd

a
1

1
W

ha
t's

 u
p 

di
ps

hi
t?

¿Q
ué

 o
nd

a,
 id

io
ta

?
1

1
W

he
n 

I g
et

 fr
ee

, I
'll

 k
ic

k 
hi

s a
ss

 fr
om

 h
er

e 
to

 
Sh

m
er

cu
ry

.
Sa

ld
ré

 y
 le

 p
at

ea
ré

 e
l t

ra
se

ro
 d

e 
aq

uí
 a

 
Sh

m
er

cu
rio

.
1

1

W
he

re
 th

e 
fu

ck
 is

 B
re

tt 
w

ith
 D

iC
ap

rio
?

¿D
ón

de
 d

ia
bl

os
 e

st
á 

B
re

tt 
co

n 
D

iC
ap

rio
?

1
1

W
he

re
 th

e 
he

ll 
am

 I?
¿D

ón
de

 d
ia

bl
os

 e
st

oy
?

1
1

W
he

re
 th

e 
he

ll 
ar

e 
G

le
nn

 a
nd

 M
yc

?
¿D

ón
de

 e
st

án
 G

le
nn

 y
 M

yc
?

1
1

W
he

re
 th

e 
he

ll 
is

 B
re

tt?
¿D

ón
de

 e
st

á 
B

re
tt?

1
1

w
he

re
 th

e 
he

ll 
is

 m
y 

da
d?

¿y
 d

ón
de

 d
ia

bl
os

 e
st

á 
m

i p
ap

á?
1

1
w

he
re

 w
e 

in
ve

nt
 b

ul
ls

hi
t t

o 
ke

ep
 p

eo
pl

e 
di

st
ra

ct
ed

do
nd

e 
in

ve
nt

am
os

 m
en

tir
as

 p
ar

a 
di

st
ra

er
1

1
1

W
ho

 in
 th

is
 c

om
pa

ny
 w

ou
ld

 b
e 

su
ch

 a
n 

as
sh

ol
e?

¿Q
ui

én
 e

n 
es

ta
 e

m
pr

es
a 

se
ría

 ta
n 

im
bé

ci
l?

1
1

W
ho

 le
t t

hi
s d

or
k 

in
? A

m
 I 

rig
ht

?
¿Q

ui
én

 d
ej

ó 
en

tra
r a

 e
st

e 
bo

bo
? 

¿N
o?

1
1

W
ho

 p
ic

ke
d 

th
is

 '9
0s

 sh
it?

¿Q
ui

én
 p

us
o 

es
ta

 m
ie

rd
a 

de
 lo

s 9
0?

1
1

W
ho

 th
e 

he
ll-

-
¿Q

ui
én

 d
ia

bl
os

...
?

1
1

W
ho

 th
e 

he
ll 

(..
.)

¿A
 q

ui
én

 (.
..)

1
1

W
ho

 th
e 

he
ll 

am
 I?

¿Q
ui

én
 d

ia
bl

os
 so

y?
1

1
W

ho
 th

e 
he

ll 
ar

e 
yo

u 
D

or
ito

-h
ea

de
d 

di
ps

hi
ts

?
¿Q

ui
én

es
 so

n,
 id

io
ta

s c
on

 c
ar

a 
de

 D
or

ito
?

1
1

1
W

ho
 th

e 
he

ll 
ar

e 
yo

u?
¿Q

ui
én

 d
ia

bl
os

 e
re

s?
1

1
W

ho
 th

e 
he

ll 
ar

e 
yo

u?
¿Q

ui
én

 d
ia

bl
os

 e
re

s t
ú?

1
1

W
ho

 w
an

ts
 so

m
e 

fu
ck

in
g 

di
rt 

to
 e

at
?

¿Q
ui

én
 q

ui
er

e 
co

m
er

 ti
er

ra
?

1
1

W
ho

a,
 w

ha
t t

he
 h

el
l?

 D
id

 y
ou

 se
e 

th
at

?
¿Q

ué
 d

em
on

io
s?

 ¿
V

is
te

 e
so

?
1

1
W

hy
 a

re
 w

e 
ta

ki
ng

 o
rd

er
s f

ro
m

 m
ys

te
rio

us
 

ro
be

d 
as

sh
ol

es
 a

ny
w

ay
?

¿P
or

 q
ué

 re
ci

bi
m

os
 ó

rd
en

es
 d

e 
un

os
 

id
io

ta
s m

is
te

rio
so

s c
on

 tú
ni

ca
s?

1
1

W
hy

 a
re

 y
ou

 sa
yi

ng
 y

ou
r n

am
e 

ba
ck

w
ar

ds
, 

w
ei

rd
o?

¿P
or

 q
ué

 d
ic

es
 tu

 n
om

br
e 

al
 re

vé
s?

1
1

W
hy

 d
o 

co
ns

pi
ra

ci
es

 k
ee

p 
ge

tti
ng

 st
up

id
er

?
La

s c
on

sp
ira

ci
on

es
 se

 h
an

 id
io

tiz
ad

o.
1

1
W

hy
 d

on
't 

yo
u 

ru
n 

fo
r a

 le
ss

 d
ry

 sa
nd

w
ic

h,
 

sh
ith

ea
d?

¿P
or

 q
ué

 n
o 

te
 p

os
tu

la
s p

ar
a 

ir 
po

r u
n 

sá
nd

w
ic

h 
m

en
os

 se
co

?
1

1

W
ou

ld
 a

ny
on

e 
ev

en
 fa

ll 
fo

r t
hi

s c
ra

p?
¿Q

ui
én

 p
od

ría
 c

re
er

 e
so

?
1

1
Ye

ah
, h

e 
w

en
t f

ro
m

 b
ei

ng
 a

 fu
n 

as
sh

ol
e

Sí
, p

as
ó 

de
 se

r u
n 

im
bé

ci
l d

iv
er

tid
o

1
1

Ye
ah

, i
t's

 a
 fu

ck
in

g 
ho

le
 in

 y
ou

r h
ea

d
Sí

, e
s u

n 
pu

to
 a

gu
je

ro
 e

n 
tu

 c
ab

ez
a

1
1

Ye
ah

, w
el

co
m

e 
to

 m
y 

fu
ck

in
g 

w
or

ld
.

Sí
, b

ie
nv

en
id

o 
a 

m
i m

un
do

.
1

1
Ye

ah
. I

t's
 a

lw
ay

s g
oo

d 
to

 h
av

e 
so

m
eo

ne
 a

t a
 

w
ed

di
ng

 to
 ta

lk
 sh

it 
ab

ou
t e

ve
ry

bo
dy

 th
er

e.
Sí

, e
s b

ue
no

 te
ne

r a
 a

lg
ui

en
 e

n 
un

a 
bo

da
 

pa
ra

 h
ab

la
r m

al
 d

e 
to

do
 e

l m
un

do
.

1
1

Yo
, b

itc
he

s, 
th

e 
po

ss
e 

fe
el

s y
ou

r p
ai

n
O

ig
an

, p
er

ra
s, 

la
 p

an
di

lla
 si

en
te

 su
 d

ol
or

1
1

Yo
, m

ay
be

 C
og

ni
to

 is
n'

t j
us

t s
om

e 
bo

om
er

 
sh

it.
O

ig
an

, q
ui

zá
 C

og
ni

to
 n

o 
se

a 
so

lo
 p

ar
a 

bo
om

er
s.

1
1

Yo
u 

bi
tc

he
s d

ow
n 

to
 c

lo
w

n?
¿L

is
to

s p
ar

a 
ha

ce
r p

ay
as

ad
as

?
1

1



E
N

E
S

Censorship

Taboo for Taboo

Substitution

Euphemism

Direct translation

TOTAL

ass

asshole

bastard

stupid

dumb

pussy

weirdo

crap

idiot

dick

dork

screw

fuck

fucking

fucked

fucker

motherfucker

slut

bitch

bitching

damn

goddamn

hell

douchbag

shit

dipshit

shitty

bullshit

shithead

suck

deadbeat
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