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General Introduction 

        In the past, films made themselves heard through intertitles and musical 

accompaniment. With the rise of Technology and the invention of microphone, things have 

changed. A great deal of information has been presented to the audience every day through 

the audiovisual means (AV). These mostly include television, internet etc. Few years later, 

there appeared what we call now dubbing and subtitling. They are one of the most usual 

ways of presenting a film to the audience all over the world. Subtitling consists of 

presenting a written text and allows the audience to hear the original actor's performances. 

However, dubbing known as voice- over is a way of presenting the audience with 

materials. This process requires budget, a team of translators and voice recorders etc., in 

order to obtain a satisfying result. Films should be adapted to the environment of the target 

language viewers which means cultural references should be reflected in the audience's 

cultural heritage. Davies came up with strategies that have been adopted in translating 

cultural items which are preservation, addition, omission, globalization, localization, 

transformation, and creation. The strategy of omission in Dubbing is used quite frequently 

in audiovisual translations, especially when a text seems to be hardly translatable. Davies 

stated that ''In the case of cultural references, sometimes it is a more convincing idea to 

omit a problematic culture-specific item (CSI) altogether, so that no trace of it is found in 

the translation'' (Davies, 2003, p.79). As a result, it is better to avoid some cultural 

elements rather than transferring it incomprehensibly. 

Research problem 

The necessity of maintaining the same idea when dubbing will make the translator in 

a situation where the diversity of culture complicates the process of translating the original 

audiovisual when omitting the cultural elements of the source language. 

Purpose of the study 

The aim of this study is to investigate the motives behind the use of omission in 

dubbing, and the reasons that drives the translator to take into consideration the cultural 

background of the target language audience.   
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Research questions 

-  On what aspects does omission in dubbing put the film original language in? 

- Does omission in dubbing lead to having a reductionist view about the foreign culture? 

Hypotheses of the study 

 It is hypothesized that: 

- Whenever there is a clear cultural clash (social, religious...) dubbers apply omission 

strategy. 

- It is assumed that omission leads to having a reductionist view about the foreign culture 

that is supposed to be violating for the target culture audience. 

Methodology 

In order to investigate the omission as a strategy adopted in cartoons and as well 

identify the reasons that lead to such action, we have chosen as a case study “ the amazing 

world of gumball”, we downloaded some episodes from different seasons of both the 

original version and the dubbed one in Arabic to compare and extract the omission cases if 

there are some. In this respect, The analysis of data requires descriptive, analytical that is 

following quantitative approach, because it requires the justification of the use of omission 

and describe its use with regard to some culture-proper aspects, and it is quantitative in that 

it would depend on The mass of various examples of omission in dubbing to test the stated 

hypotheses with regard to high and low probabilities. 

Structure of the study 

This study consists of two chapters, one is theoretical and the second is practical. The 

first chapter includes three parts all of them are theoretical, these parts involves an over 

view about culture and its relationship with translation, an over view about audiovisual 

translation, dubbing and omission. This first chapter also tackles dubbing in the Arab 

world.  
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The second chapter will analyze all the omission aspects and strategie in the dubbed 

version of the famous cartoon ''the Amazing World of Gumball'' while comparing it to the 

original one. 

Finally, a conclusion that summarized the research aim and results as well as 

answering the research questions.   

 



 

 

 

 

Chapter I 

Part One: translation & Culture 

Part Two: Audiovisual Translation 

Part Three: Dubbing 
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Introduction 

 This study illustrates the significance of omission in dubbing in general and in 

cartoons in particular. Omission is a strategy used in translation to avoid some of the 

constraints that the translator may face when translating into a particular language that 

contains a different cultural background. Therefore, this study will briefly tackle the 

definition of culture and its concept, and translation and its concept while tackling many 

subfields of these realities. 

Taking into account the existent cultural differences of a country, a region or any 

area that shares particular norms, the translator must consider all these features (ideas, 

behaviors, materials, values and attitudes…etc.) in order to provide a suitable translation in 

the target text by conserving the message of the source text and making sure to respect 

those features to avoid embarrassment, or even worse, unintended insult to a society. Thus, 

the translator ought to be culturally and linguistically competent as Eugene Nida explains: 

''Competent translators are always aware that ultimately words only have meaning in terms 

of the corresponding culture'' (Eugene, 2001, p.13). 

All these elements are tackled in the audiovisual field. It is a term that started in the 

forties of the last century; it is a communication technique that associates both sound and 

image, simplified since 1990 under the term ‘’audiovisual’’ 

1.1  Culture and Translation 

 Translation and culture are two related subjects. The process of translating of a 

source text to a target text is, in fact, a difficult task to be properly done by the translator. 

Translating to cultures will certainly lead to face some cultural issues between the two 

cultures in some matters which will force the translator who has to be competent to used 

different strategies such as omission. 

1.1.1  The role of translation 

The world is estimated to have more than 5.000 languages. It used to be difficult to 

comprehend the specifics of a culture due to the lack of communication; however, 

throughout the years, the world has become more developed and more opened on sharing 

and exchanging cultures and knowledge. And thanks to translation this task has become 
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easier to render, which helped in the development of aspects in life to maintain heritages 

from generation to another. Thus, translation is considered as an important tool to a proper 

global communication. 

1.1.2  Concept of culture 

The concept of culture is fundamental to any approach and due to the dimension of 

the term ‘’culture’’ and the difficulty in defining this term with all the disagreement 

between anthropologists and sociologists  and the several domains in which culture holds 

different meanings. The concept is significantly vague .The term culture can be attributed 

to the general knowledge of a person or to a group of people in a particular society which 

shares common factors. These characteristics manifest in the religious and ethnic sides or 

even the artistic side. 

The individual culture differs from one to another. It is acquired by the way of 

thinking of the individual that leads to the construction of a self-general knowledge. This 

knowledge must avoid stereotyping for positive outcomes in the society that can share 

different aspects of individuals. In his book entitled Primitive culture, Taylor (1871) 

explained: “Culture, or civilization, taken in its broad, ethnographic sense, is that complex 

whole which includes knowledge, beliefs, arts, morals, law, custom and any other 

capabilities and habits acquired by man as a member of society”. (p. 01) 

1.1.3  Definition of culture 

Unanimously agreed, culture is hard to define. Anthropologists, sociologists and 

psychologists found it difficult to get on an agreement on a particular definition due to the 

different usage of the term ''culture'' and the hardship of understanding its concept, some 

even used another term to refer to it. Graham Wallas in his books The Great Society (1914) 

and Our Social Heritage (1921) referred to culture as ''civilization'' or social heritages as 

equivalent of certain definitions of culture and said: “Our social heritage consists of that 

part of our “nurture” which we acquire by the social process of teaching and learning” (p. 

07). They considered the word civilization as a near synonym. 
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1.1.4  The relationship between culture and translation 

Culture has a big influence on translation. This latter, aims to achieve cultural 

equivalence in order to transfer the message. After what have been said, we understand that 

translation is a process that can’t be properly applied without taking into consideration the 

cultural background and the nature of the ST. Therefore, many obstacles that occur when 

translating must be resolved and studied. Culture and translation share many perspectives. 

Translation is used as a tool to promote understanding among the different countries and 

nations. Due to the variation that any country or region contains from history, religious 

beliefs, local custom etc… many restrictions occur, so using a good translation, which is in 

other words, giving the reader the same conception that the native speaker was given. Nida 

explained that the way in which the receptor reacts should be the same as the reaction of 

the reader when given the original text. Therefore, the translator must not only obtain a 

linguistic competence but also a cultural competence, for the lack of one of them will 

certainly lead to a bad translation: 

1.1.4.1  Cultural issues 

Agreeing on the fact that translation is not always transferring a text from a language 

into another, it is also a way of communicating intercultural differences that can face 

translators. A translator, hence, has to narrow the gap between the two cultures by applying 

some of the strategies such as ''Foreignisation'' and ''Domestication''.  Wojtasiewicz (1992) 

defined this as:  ''the mechanism of translating a text  formulated in the language A into the 

language B means formulating the text B in the language B so that the reader would have 

the same or similar associations as the reader of the text A'' (p.26). Cultural issues include 

''metaphors'', since, according to Darwish (2010) “permeate language and no language is 

efficient without metaphors” (p.209), and its connectivity to culture makes the difficulty of 

its translation. 

Even when words seem to be synonyms from one cultural setting to another, they 

carry their own cultural baggage, for example, Rabassa (1984) believes that it would be 

difficult to maintain that the English “house” was completely synonymous with the French 

“Maison”. Many words resemble equivalents but they are not. They have special 

connotations, or have different focuses in different cultures. The occurrence of allusion and 



8 

 

metaphors may lead to cultural issues such as in Religious elements; they present major 

obstacles in translating a text. 

 There are crucial issues, which demand the translator’s full attention. Nida and 

Taber (1982) detailed on this difference as” In America, jokes from the pulpit are usually 

acceptable in fact, some of the best preachers regularly elicit laughs from their 

congregations, but in Europe similar language in the pulpit would generally be regarded as 

at least inappropriate if not decidedly uncouth” (p. 178). 

Many strategies can be useful and beneficent in translating cultural elements in 

translation Tomaszkiewicz lists them as follows: (2009, p. 45) 

1. Omission, whereby the cultural reference is omitted altogether. 

2. Literal translation, where the solution in the target text matches the original as 

closely as  possible. 

3. Borrowing, where original terms from the source text are used in the target text. 

4. Equivalence, where translation has a similar meaning and function in the target 

culture. 

5. Adaptation, where the translation is adjusted to the target language and culture in an 

 attempt to evoke similar connotations to the original. Strictly speaking this can be 

 considered a form of equivalence. 

6. Replacement of the cultural term with deictic, particularly when supported by an 

on- screen gesture or a visual clue. 

7. Generalization, which might also be referred to as neutralization of the original 

8. Explication, which usually involves a paraphrase to explain the cultural term.  

 

1.1.4.2  Linguistic issues 

Mostly, linguistic issues are shown in literary texts especially from English into 

Arabic stories or novels…etc. It is a huge issue for the translator to translate the ST into the 

TT taking into account the syntax, the lexical choice, collocations, idioms, grammar…etc. 

The translator should be taking into consideration the facial and movements of the 

characters so when dubbing the AV program the text would be in line and synchronizing 

should be easy to be done. 
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1.1.5  Cultural related issues From English into Arabic 

It is known that English belongs to Indo-European family while Arabic belongs to 

the Semitic family. Arabic has three variations: 

The classical Arabic: it is the formal dialect that was used in the pre-Islamic period. 

The modern standard Arabic: Modem standard Arabic is the modem emulator of 

classical Arabic. The main difference lies in the vocabulary and the usages in each variety. 

The colloquial Arabic: it is the language used between Arabs in their daily life; it is 

informal and subjected to the geographical variations between countries and areas within 

the same country. 

         Therefore, these languages differ in terms of phonological system and they have 

different phonemic inventories (Bahameed, 2008). These two languages cause culture-

specific when translating, which may refer to names, history, geography, customs etc. And 

since Arabic is mostly affected by the Islamic religion, the translation from any language 

into this particular language must contain restraints, essentially, when it comes to religion. 

The Islamic religion contains such untranslatable words where the equivalent in the target 

language mostly is absent, or we can apply some types of translation techniques in order to 

fill the gap we are facing. Those words are called ''transliterated words'', words such as: الله  , 

 ,are better to be converted into English as Allāh, zakāh, ṣalāh, and ḥajj الحج and الصلاة ,الΰكΎة

because it is easier than translating them as: God, alms, prayer and pilgrimage which might 

be rendered in back translation as له·, صΪقة   ElShiekh and Saleh .رحلة ·لى الϤكϥΎ الϤقand αΪ دعΎء ,

(2011). 

Because of the absence of equivalence in the target language, words such as ''ϥΫΆم''  or 

''Lord'' that are difficult to translate will cause a huge constraint to the translator. The word 

Lord in Arabic can be translated to ''Ώر''or ''Ϊسي''  is unused in absolute sense for humans 

unlike English and the western culture that uses this word for high class King that rules a 

throne. There might be some words that are closer in meaning or, by using compound 

words, to at least reach the meaning.  

The western culture and the Arab world are known to have many differences in terms 

of capabilities and habits. In addition, cultural variables can affect the understanding 
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capabilities between two language communities (cf. Kussmaul, 1995, p. 65). The Arabic 

differences in terms of norms are highly noticed versus any other western languages. The 

translator must put aside his beliefs and attitudes although respecting the original text is 

highly recommended which puts the translator in a dilemma between respecting both the 

originality of the text and the cultural bound of the reader. In addition to that, Arabic is full 

of different dialects; you can find multiple dialects in one country. 

1.1.6  Omission as a strategy in translation 

         Audiovisual translation as professional practice traced back to the earlier years of 

birth of sound films. Many decades later, it moves from the periphery and took its place at 

the core of translation studies (Remael, 2010). However, studies carried out in the field of 

audiovisual translation are in rough and, therefore, it stills an ignored field (Cintas 2009). 

Taking as an example France, in view of its leadership in this domain, the first defended 

thesis dealing with AVT backs to 1987 (Brisset 2012).  

         Omission, although considered as a strategy of translation used in the mainstreams 

modes of AVT, is neglected by scholars who only give flashes about it in their researches 

when they explore its opposite part “Addition” or “Explicitation”; Entries for the term 

omission, or even other words refer to omission such as “economy” or “deletion” are rarely 

if ever introduced in translation studies dictionaries (Dimitriu, 2004, p.163) 

1.1.6.1  Definition 

Omission is a strategy of translation that consists of taking out a part of the original 

text while translating. This part may be a word, an idiom or information. Omission occurs 

due to stylistic reasons, cultural specificities or grammatical differences between the source 

and the target language. According to Ivacovoni (2009): 

“Omission means dropping a word or words from the SLT while translating. 

This procedure can be the outcome of the cultural clashes that exist between the 

SL and the TL (…) The translator omits words that do not have equivalents in 

the TT, or that may raise the hostility of the receptor”(para. 1).  

This strategy may evoke in one’s mind a wonderment regards its legitimacy because 

of the connotative meaning of the word omission. This strategy is used not to change or 
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alternate the meaning of the source text but, rather, to keep it and to fit some   parameters 

in the target text. Baker (1992) states that “This strategy may sound rather drastic, but in 

fact it does no harm to omit translating a word or expression in some contexts” (p.40). 

1.1.6.2  Forms of omission 

Omission as strategy should be used with conservation and awareness to avoid any 

spot of unfaithfulness while translating or any form of meaningless. Mona baker suggested 

three forms of omission inn her book entitled “In Other Words”, Baker (1992): 

         1.1.6.2.1 Omission of a single word 

This form consists of dropping a word from the original text while translating. But 

the translator should be aware of the words that could be omitted to avoid any deviation in 

meaning.  

“If the meaning conveyed by a particular item or expression is not vital enough 

to the development of the text to justify distracting the reader with lengthy 

explanations, translators can and often do simply omit translating the word or 

expression in question” (p.40). 

1.1.6.2.2  Omission of an idiom 

An idiom is a group of words, used together, that has a special meaning that cannot 

be understood by looking to the meaning of the component words; its meaning depends on 

the native users of the language in question. Idioms are omnipresent in English language 

and widely used in different situation. It is quite difficult find the exact equivalent of an 

English idiom while translating. To overcome this difficulty, scholars have introduced 

some techniques for translating idioms such as: Using an idiom of similar meaning and 

form in the target text or using an idiom of similar meaning and different form, 

paraphrasing and omission which is at the center of our interest. Baker (1992) said: “An 

idiom may sometimes be omitted altogether in the target text. This may be because it has 

no close match in the target language, its meaning cannot be easily paraphrased, or for 

stylistic reasons” (p.77).   
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1.1.6.2.3   Omission of information 

The number (singular/plural), the time (past/present/ future), the genre (masculine/ 

feminine) and the like are thought to be fundamental, basic and present in all languages. 

But in fact, there are some differences between languages in terms of the existence of such 

grammatical categories and structures and, also, in terms of their importance .“It is difficult 

to find a notional category which is regularly and uniformly expressed in all languages” 

(Baker, 1992, p.85). However, some categories are peculiar to some languages such as, for 

example, indicating, while translating into Amuesha, which is an old language spoken by a 

tribe in Peru, whether any person mentioned in the text is dead or alive. These differences 

impose on translators to insert some changes in the information given in the source text. 

Baker (1992) states:  

“The change in the information content of the message may be in the form of 

omitting information specified in the source text. If the target language lacks a 

grammatical category which exists in the source language, the information 

expressed by that category may have to be ignored” (p.86). 

Conclusion 

Omission is a strategy that the translator uses and applies on multiple forms when 

confronting cultural differences and issues related between both languages to avoid as 

much as possible misunderstanding and miscommunications, taking as an example, the 

difficulty of translating from English into Arabic and vice versa due to the richness and 

diversity of both the language and the culture, which gives the translator a very hard task to 

work on. 
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1.2 Audiovisual translation 

 Audiovisual is a worldwide used method that consists of both the sound and the 

picture to transmit messages, dialogues etc…, and because of the development in this field 

and the extension all over the world, translators developed modes to transmit and share this 

message in a way that helps the audience to properly understand it . 

1.2.1  Definition  

Audiovisual translation, as Perez Gonzalez defined, “is a branch of translation 

studies concerned with the transfer of multimodal and multimedial texts into another 

language and/or culture” (p.13). The notion of ‘multimodal text’ refers to the use and the 

deployment of different semiotic resources, i.e. it combines the audio, visual, gestural, 

spatial, oral and written language modes for production and representation. Whereas the 

notion of “multimedial text” represents the distribution tools/ formats by which the 

multimodal text is presented to viewers such as cinema, television, DVD and internet 

(=streaming) in a perfect coherence and harmony (Perez Gonzalez 2008).   

The denomination of this field is till nowadays unsettled. “Until very recently there 

has been no consensus on what it should be called” (Chaume, 2013, p. 106). It is also 

called ‘film translation’ (Fodor 1976), ‘screen translation’ (Mason 1989; O’Connell 2007), 

‘multimedial translation’ (Gambier and Gottlieb 2001) and film & TV translation 

(Delabastita 1989); each of these denominations reflects the AV products available in the 

era of the author.  But in fact, audiovisual translation, the latest denomination, is the wider 

and the most exact term that encompasses them all, because the term screen translation, for 

example, may exclude translations for theatre and radio and multimedia translation is 

thought to be widely concerned by the field of Information Technology (Orero 2004). 

1.2.2  History of audiovisual translation    

          Researches on the field of translation having the denomination of audiovisual 

translation (AVT) back to 1932.  About fifty years later (1980s), it started to be studied 

from a translation perspective, within the discipline of Translation Studies (Orero, 2009, p. 

130).   
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 Albeit films broadcasted in 1920s were silent and characterized by the filmic 

rudimentary techniques, there were needs to some interlingual mediation. So, some 

solutions were opted such as the incorporation of the written language into the screen 

semiotics in the form of intertitles (Ivarsson 2004), placed between film frames or 

sequences to provide viewers with insights into the actors’ inner thoughts, temporal and 

spatial setting. These intertitles help the viewers to more understand and analyze the 

discrepancies between the screen time and the real time (Dick 1990).    

 Despite that the idea of replacing original intertitles by target language texts was 

introduced primarily for commercial reasons (the foreign markets), intertitles gave birth to 

mainstreams forms of audiovisual translation. By the advance in the manipulation of 

celluloid film in the 1920s, distributors, thanks to the Norwegian inventor, Leif Eriksen, 

managed to insert titles on to images using mechanical and technical means available 

(Ivarsson 2004).  By the late 1920s, this new technique was developed to provide written 

translation of the original dialogue and open the road to the so-called subtitling in our era 

(Perèz Gonzalèz 2008). 

 By the technological developments during the second half of 1920s, a new 

technique has been introduced to improve the sound quality of scenes that have been shot 

in noisy environment, within a process known as ‘post synchronization’ (Whitman-Linsen 

1992; Chaves 2000).  Later on, this technique was used to replace the original dialogue by 

a translated one giving birth to what is called in our era ‘dubbing’. 

 Since then, the audiovisual translation as a practice is growing and developing in 

parallel with the technological advance and the domination of foreign markets became the 

aim of film producing countries raising the fear of consuming ones and lead governments 

to establish new policies and regulations to preserve their languages, cultures and 

ideologies. In his article entitled audiovisual translation, Perez Gonzalez (2008) qualified 

the domination of USA as:  

“a threat not only to the sustainability of Europe’s national film industries, but 

also to their respective languages, cultures and political regimes (…).The 

multiplicity of European interests and ideologies would soon lead each country 

to adopt its own protectionist measures and/ or censorship mechanisms (Nowell-
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Smith and Ricci 1998), which were, in many cases, enforced through the choice 

of specific policies and forms of audiovisual translation” (p. 14). 

1.2.3  Modes of audiovisual translation 

        Due to the technological development advance in the audiovisual products that are 

ubiquitous in our every days’ business and the globalization of AV distribution that aims to 

reach a large number of viewers, the number of AVT modes (or types) determined by 

scholars is still unsettled; It is growing up in parallel with this development to satisfy the 

audiences’ demands (the creation of audio description that allow the blind and visually 

impaired to enjoy movies). 

 For instance, there were 5 modes of AVT introduced by scholars in the nineties of 

the last century (Chaves 2000, Agost 1999, Luyken 1991); Gambier (1994) listed up to 10 

modes. However, nowadays we account till 17 modes of AVT namely: dubbing, subtitling, 

voice-over (sometimes called half-dubbing), interpreting, surtitling, free commentary, 

partial dubbing, narration, simultaneous translation, live subtitling, Subtitling for the Deaf 

and Hard of Hearing (SDH) or, also known as ‘captioning’, Audio description (AD), script 

translation, animation, multimedia translation, double versions and remakes (Bartolomé et 

al., 2005).    

 The above mentioned AVT modes are divided into categories and subcategories 

(O’Sullivan 2011), depending on the point of view of the author. Also, they may have 

different classifications e.g., O’Connell (2003) classified voice-over, narration, free 

commentary and lyp-sync dubbing under the umbrella term of revoicing, whereas the 

classification proposed by Chaume (2013) is like the following:  

- Modes based on recording and inserting a new soundtrack and subsequent 

sound synchronisation: Revoicing 

- Modes based on a written translated or transcribed text inserted on or next to 

the screen where the original text is shown: Captioning  

 It is worth to mention that some countries focus on some modes than others 

depending on some criteria such as political tendencies, economy and ideology (Gonzalez 

2009). Then, even in the case of focusing on some modes, there are some programs that 
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require (a) special AVT mode(s) such as children programs that are dubbed rather than 

subtitled because it is quite difficult to a young child to read “fast” and to watch 

simultaneously  i.e., there is no unique mode that fits all AV programs (Leonardi, 2008). 

Also, “the challenging modes are not found in all countries”; it depends on the country’s 

AV policies and its technological development. And last, some modes are often used with 

others, such as the coexistence of audio description with dubbing (Bartolomé et al. 2005). 

In the following lines, the main AVT modes are highlighted:  

1.2.3.1  Dubbing 

 Dubbing is regarded as one of the mainstream of AVT. It backs, according sources, 

to 1920s. According to Chaume (2013): “Dubbing consists of translating and lip-syncing 

the script of an audiovisual text, which is then performed by actors directed by a dubbing 

director and, where available, with advice from a linguistic consultant or dubbing 

assistant” (p.107).  

 Dubbing is a very complex mission. It requires a teamwork of different specialties 

(translators, dubbing director, actors, sound engineers, a linguist…), a special material and 

equipment (dubbing studio) and it must undergoes a series of stages before the final 

product is given to the client such as choosing the dubbing dialogue writer, translation and 

adaptation, mixing process, synchronization, reviewing (Matamala, 2010).  

Synchronization, among the mentioned stages, is the most important and the most difficult. 

Chaume (2004) divided synchronization into three levels namely: lip synchrony, kinesics 

synchrony and isochrony.    

 Dubbing has numerous pros. It is regarded as relaxing mode; it does not distract the 

viewer’s attention by dividing his/ her attention between reading and watching. Then, it fits 

people with limited skills regards reading “fast” and watching simultaneously (Leonardi, 

2008). Also, dubbing conveys more the information of the source text dialogue (Perez 

Gonzalez, 2008). On the negative side, dubbing is more difficult, expensive and time-

consuming. Then, it doesn’t allow the audience to listen the original soundtrack i.e., it 

doesn’t contribute in learning foreign languages. Finally, ideology and censorship, which 

intensively control dubbing, cover the face of the foreign culture.               

1.2.3.2  Subtitling 

 Subtitling, too, is one of the most mainstreams of AVT. It began to be practiced in 

1909 at the cinema, and in 1938 at TV (Perego & Bruti 2015). It is the most studied AVT 
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mode due to the special attention given to it by the scholars in counties where it is common 

(Chaume, 2013, p.112). In his article named Audiovisual Translation, Perez Gonzalez 

(2008) said: “Subtitling consists of the production of snippets of written text (subtitles, or 

captions in American English) to be superimposed on visual footage – normally near the 

bottom of the frame – while an audiovisual text is projected, played or broadcast” (p.14).        

 Subtitling is regarded as a cheaper and faster mode. It keeps the original soundtrack 

intact, helps the second language learners in the acquisition process and creates an interest 

in foreign cultures. However, it has several constraints. For instance, the space provided 

for subtitles in the screen makes the task of translators more difficult and leads them in 

many situations to reduction or omission (Leonardi, 2008).  

1.2.3.3   Voice-over 

 In theory, voiceover gives priority to the source language text, which can be 

translated very accurately. ‘’This is because the translation is not subject to the same strict 

constraints relating to such issues as the exact duration, which apply in the case of lip-sync 

dubbing.’’ (p. 66)  

 Voice over consists in the simultaneous broadcasting of the original soundtrack and 

the translation. The original sound is lowered and the voices reading the translation are 

superimposed about two seconds after the original one has started, and they often finish at 

the same time. This AVT mode provides a very realistic effect, and so it is usually resorted 

to in documentaries and interviews. 

1.2.3.4 Narration 

 According to, Luyken et al (1991): “narration is basically an extended voiceover” 

(p. 80). Gambier (1995) points out the difference between voiceover and narration as 

follows:  

 The difference between voiceover and narration is linguistic. With narration, the 

text, which will be read by a journalist or an actor, is prepared in advance, translated and 

sometimes condensed, whereas voice-over is used mainly for spontaneous interaction. In 

both cases broadcasting is synchronized, especially if the narrator appears on the screen. 

The content/verbal meaning is linked to the visual information being shown.  
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Conclusion  

This part dealt with the definition and explanation of different modes of audiovisual 

translation such as dubbing and subtitling, narration and voice-over which are very 

important in the transmission of communication in audiovisual. Dubbing as an example 

that helps in terms of watching comfortably a show in one’s native language so it might be 

easier and more enjoyable. Audiovisual translation in general is transferring massages on 

screen. 
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1.3  Dubbing 

 Dubbing is a mode of audiovisual translation; the research in this field has helped in 

the expanding of understanding or in sharing information and it has had a great impact and 

became well known and well used in different parts of the world, however the process of 

dubbing is not quite easy to be done, many constraints may occur that need to be purified 

especially when dealing with show directed for children. 

1.3.1 Definition  

Dubbing is a type of interlinguistic audiovisual translation, although it wasn’t the 

first technique to transfer language. The so called foreign language version was more 

preferred, which is more like the actors doing more than one language in one film and not 

by native speakers. 

Dubbing of audiovisual TV programs allows sharing different norms and standards 

between countries. It is the recording of the voice of actors or narrators in another language 

respecting the facial and body movements of characters. This will allow better 

understanding. Dubbing has two meanings: the technique of production of audiovisual 

media and audio or as Rutenbeck (2006) suggested: “adding audio and/or video material to 

an existing video source” (p.82). Mona Baker (1998) defines dubbing as “the replacement 

of the original speech by a voice track which attempts to follow as closely as the timing, 

phrasing and lips movements of the original dialogue” (p.74). 

Jorge Diaz Cintas (2003) illustrates that “dubbing involves replacing the original 

soundtrack containing the actors’ dialogue with a target language (TL) recording that 

reproduces the original message, while at the same time ensuring that the TL sounds and 

the actors’ lip movements are more or less synchronized” (p.195). 

To dub series or a movie one must go under many stages to achieve the purpose of 

rendering a message to the audience you are addressing naturally, taking into account their 

cultural memes, which leave the translator with many options such as omitting 

inappropriate scenes and utterances of the TL.“Many activities such as addition of the 

music and sound effects to the Original dialogue, the omission or replacement of unwanted 

or poorly recorded audio” (Newcomb, 2004, p.764). Dubbing gives the translator the 
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freedom of changing proper names and adding the suitable standards that the targeted 

audiences are familiar with. 

The duration of the dubbing recording can take up to 20 days. On average it lasts one 

week for a 90-minute feature film (Pruys, 1997, p. 90). The whole dubbing production 

process lasts on average 3-4 weeks (Luyken et al., 1991, p.79). When executing, the master 

tape is duplicated and the copies are distributed to exhibitors (cinemas, TV stations, video 

stores).  

Dubbing is more complex, time-consuming; thus it will be more expensive than 

subtitling since it requires a whole group of work such as: dubbing director, translator, 

actors, sound engineers...etc. 

1.3.2 Historical view on dubbing (the Occident/ the Arab world) 

The dubbing industry in the Arabic world has become very essential in air 

broadcastings TV shows. If you were in the 90’ you will definitely remember growing up 

watching Mexican series with your family. Dubbing Cartoons was also a hit thing back 

then. Dubbed cartoons were everywhere and dubbing versions have been made by famous 

centers in Middle East such as Damascus, Beirut, Amman and Cairo. These cartoons 

taught us a lot and helped children to learn the modern Standard Arabic. Nowadays a new 

trend swept in the Arabic world which is dubbing Turkish movies. The unfamiliar thing 

about is dubbing these series into the dialect language of the country; this has pros and 

cons as the loss of the modern Standard Arabic in the society. 

Arabic into English dubbing is so difficult to be maintained; Arabic is known as 

poetic and rhetorical a language and rich of expressions and differs from other languages, 

dubbing in this case that can affect the quality of good dialogue, taking as an example the 

famous movie ‘’The Message الرسالة’’. It was made in both versions Arabic and English; al 

Akkad maintained the reason is:  

“Because Arabic and English are two separate and different languages. You 

cannot dub Arabic into English nor English into Arabic. It is very difficult for the 

lips movements. So, when I budgeted the film, I budgeted it on the basis that the 

Arabic version would require a few extra takes. But I was wrong. It took us much 

longer, and there is no way you can learn this from anybody else because this is 
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the first time done, because the style of acting in Arabic is a bit different; it is 

more dramatic, more poetic and more lengthy”.  

1.3.3  Dubbing as a necessity 

Dubbing can be very helpful for many people; it allows the audience to watch 

movies without distraction. The viewer concentrates on images and sound in the same 

time, but not on reading the dialogues as in subtitling maybe due to the hard of seeing or 

finding watching those kinds of subtitled shows distasteful . Dubbing gives more freedom 

in omitting; it gives the translator the potential to omit the mistakes and scenes or 

utterances that might be inappropriate for the target audience. 

1.3.4  Constraints in dubbing 

The least misrepresentation of the dubbed version from the ST may distort the exact 

meaning of the idea transmitted; however, the translator mostly finds himself obliged to 

censor some passages to respect the audience he is addressing regardless the religious, 

ideological, political or cultural background of each country. In this case the 

professionalism is highly expected from the translator especially the sensitive subjects that 

a good translator can recognize and know how to avoid or how to transmit the message 

using an equivalent that corresponds the culture of the audience of the TL. The translator 

should take into account the lips synchronization.  But in fact there is no perfect 

synchronization; for example, a word of one syllable in the SL may be an equivalent to a 

two or more syllable word in the TL. Dubbing may be affected by the noise in room, so 

viewers cannot catch the dubbed voice. Dubbing in fact has been accused of spoiling the 

original soundtrack of the film and denying the audience of hearing the original voice of 

actors. The aesthetic of the film can also be deflected, especially if the audience is familiar 

with the original voice of the actors. There are some factors that constrain the translator 

from shaping a better translation such as: 

1.3.4.1  State norms 

Any state or government has the right to prevent any audiovisual TV programs from 

being aired in the country that contain norms that are not suitable for the society in the 

country and for kids. Sex, violence, taboo expressions and harmful language are mostly 
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censored in these countries when the adaptation strategy is impossible if there are too many 

scenes, the movie is completely banned. As Gürata (2007) states: 

“In some cases, the movies were significantly banned for particular export 

markets. More importantly, local distributors, exhibitors and censorship 

bodies modified these movies to facilitate their reception by their culture-

specific audiences. Sometimes scenes were removed, or performances 

featuring local stars were inserted into the original prints. These transfor-

mations particularly affected the local context of reception in relation to 

the experience of modernization and modernity” (p. 335). 

1.3.4.2  Social norms 

It is clear that social norms deal with the most significant issue that constrains a 

translator to delightedly translate to any culture without. Any cultural, moral, and 

traditional values are controlled by these social norms. They are called the norms of the 

target society that the translator is addressing. Lefvevre (2001) defines ideology as 

“conceptual grid that consists of opinions and attitudes deemed acceptable in a certain 

society at a certain time, and through which readers and translators approach texts” (p. 48). 

Ideology, ethics and most importantly religion are what influence the translator to 

render the correct message. At the same time they are considered as a major challenge that 

one encounters. 

1.3.4.3  Institutional norms 

Martin and Hewson (1991) describe it as “the driving force behind the act of 

translation, and whose identity and express wishes have a fundamental influence on the 

translation operation”(p.113). The translator in this case should work under the conditions 

of an institution one and under a guideline that can be helpful in terms of working under 

predefined conditions without the intimidation of making cultural mistakes or considered 

as a barrier in terms of working as freely as he wants. They explain this concept as fellow:  

Once these parameters have been spelt out, the role of the translation operator is in 

fact considerably simplified when it comes to choosing between the different translated 

text forms available. (...) One begins to see that a full consideration of all of the parameters 
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not only aids the translator in his task, but also enables the translation critic to evaluate the 

translated text produced in a more objective light (p. 171). 

 

1.3.5  Dubbing of cartoons 

1.3.5.1  Cartoons industry in the Occident 

The first steps of the production of cartoons’ in the occident was in the early nineties 

in the USA by the pioneers of this filed Fleischer brothers and John Raudolph Brey, this 

latter precursor his modern animation techniques originally intended to the American  

military  engaged in the WWI for training reasons, suggesting that drawing is better that 

long discussion. Various animation series (cartoons) and films appeared such as ‘Walt 

Disney’. 

In Japan, the appearing of cartoon series called Mangas inspired by comic books 

with the ameliorated techniques of the American cartoons permitted the producing of films 

under the form of HD and the so called 3D that made a great success despite cultural gaps. 

1.3.5.2  Cartoons industry in the Arab world 

In general, cartoons industry in the Arab world is practically non-existent in most of 

its countries although the advanced technological means available nowadays. 

The of lack of personal initiation of companies to invest in this domain and the lack 

of will to do so, although there is certainly amazing talents that can change this idea and 

succeed the same way Arabs were brilliantly successful in the dubbing industry.    

1.3.5.3  Dubbing of cartoons in the Arab world 

Spacetoon, an Arabic television channel, headquarted in Dubai, UAE that has many 

broadcastings areas where dubbing was realized, exceptionally in Syria, illustrates 

perfectly the dubbing mode used in the Arab world and how successful it was. 

The dubbed cartoons were mostly Japanese which conveys various messages as: 

love, hate, friendship and so on… in which the Arabic identity has to be added in the 

Arabic version this includes the use of words and music and lyrics  
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The translation of proper nouns the censorship of certain scenes, all this to meet the 

Arabic-Muslim culture and the targeted age range 

 Conclusion 

As already noticed, omission is a strategy that imposes itself whenever there is a 

conjugal combination between culture translations and dubbing. This process may of course 

harm the originality of the films being dubbed. However, it can be helpful for the translator 

to rendering the same message without influencing the culture of the targeted language 

audience. 

This will be fully illustrated and exemplified in the following practical chapter in 

which we mainly deal with omission in dubbing and the various forms of omission used in 

the corpus we have chosen. 

 

 



 

 

 

 

 

 

    Chapter II 

            Omission in dubbing 

Analysis of omission cases in the dubbed series ''the Amazing 

World of Gumball'' 
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Introduction 

This chapter is devoted for the study of the omission strategy used in a notorious and 

a well-known cartoon by the different age groups in the Arab world which is ''the amazing 

world of gumball'', this series contains different cultural background of the western world, 

thus, when dubbing the producers must take into account these differences and mostly 

avoid them by omitting the scenes, fragments, words or even images to be acceptable for 

the  targeted audience whom are mostly kids, which makes omission very important. 

2.1 Global glimpse into the children cartoon “Gumball” 

The Amazing World of Gumball or just Gumball is a British-produced American 

children’s animated television series, created by Ben Bocquelet for Cartoon Network. 

Produced primarily by Cartoon Network Development Studio Europe, oriented to TV-Y7-

FV (TV shows for children aged 7 years or older that may contain Fantasy Violence), it 

was first aired on May 3, 2011. The series narrates around the life of Gumball Watterson, a 

12-year-old cat who attends middle school in the fictional city of Elmore. Accompanied by 

his adoptive goldfish brother Darwin Watterson, he repeatedly finds himself involved in 

various unusual activities, during which he interacts with his other family members (sister 

Anais and parents Nicole and Richard and other characters of the cartoon).On May 3, 

2011, the series premiere of The Amazing World of Gumball was watched by 2.120 

million viewers in the United States. The first and second seasons have been released on 

Cartoon Network channels in over 126 countries, with the third season rolling out through 

2014.On December 1, 2014; The Amazing World of Gumball began airing on Boomerang 

in the United States, alongside its broadcasts on Cartoon Network. 

2.2 The Arabic dubbed version 

The Arabic version was first aired on the sixth of October 2011 on Arabic cartoon 

network channel dubbed into Arabic by image production house a Lebanese studio. 

The following table shows the main cast of the show of both the original and the 

dubbed version in the first season the first season (many voices have been replaced 

throughout the seasons in both versions) and noticing proper names were left as the 

original text. 
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English version Arabic version Original voice Dubbed voice 

Gumball Watterson ϝϮΒمΎغ       Logan  grove يمϜح ήϤع 

Darwin Watterson ينϭέاΩ       Kwesi Boakye يمϜح ϱΪغ 

Nicole Watterson ϝϮϜني      Teresa Gallagher لاϤال ϥΎϬجي 

Richard Watterson ΩέΎشΘيέ Dan Russell ΩΎني عϮρ 

Anais Watterson ييسأΎن  Kyla Rae Kowalewski ΓΩϮين عέΎك 

Table 2.3.1 the most important figures of the original and the dubbed version 

2.3 The targeted episodes 

Episode Season Title 

05 01 The end 

06 01 The dress 

30 02 The Skull 

01 03 The Kids 

02 03 The  Fan 

01 17 The Hug 

Table 2.4.1 the targeted episodes 

2.4  Justification of the choice 

The choice of the chosen episodes was based on scenes that contained sexual 

materials, violence or disgusting scenes such as vomiting, nudity, dirty jokes etc… that are 

inappropriate for kids at a young age, following the parameters mentioned bellow: 

- Length of the episode in both versions (the original and the dubbed one): 

The episodes in the original version and in the dubbed one are approximately the 

same. They are between 10m: 50sec and 11m: 00sec, with the exception of the episodes 

aired together to form an episode between 21m: 32sec and 22m: 00sec (this difference is 

due to the advertisement between the episodes). Then, we seek the Arabic episodes in 

which the length is different from the original one such as the World S2 E39 (English 

10:50/ Ar 09:47), the Fury S4 E37 (Eng 10:50/ Ar 9:46).  
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- The titles of the episodes  

 Among the 109 episodes ( divided between the  (04) first seasons) downloaded, we 

have chosen the episodes which the titles refer to (a) specific feature(s) of English culture 

(religion, style of life, habits & customs,…) such as the Dress(S01 E06), the Kiss (S01 

E16), Halloween (S02 E09), Christmas (S02 E15), the Romantic (S04 E14) and the 

Girlfriend (S04 E22). Then, we checked the content of the mentioned episodes and 

excluded those that are not relevant.  

- The episodes not found in the Arabic dubbed version 

 Some episodes don’t exist in Arabic dubbed version such as the Dress (S01 E06) 

and the Hug (S04 E17). The analysis of the content of these episodes in the English version 

pave us the way to investigate the different reasons behind this full censorship.    

- The repetition 

 After the selection of the episodes that are relevant to our topic, we classified them 

into subjects (culture, religion, way of life,...) and types of omission to avoid the repetition 

of the same subject in more than one case e.g. the Fan (S03 E02) dealt with two types 

omission namely: omission of idiom and the cultural omission of a word, but we have 

chosen only the first type since the second one has been investigated in the case I.   

   Note: literal translations are made by the researchers of this dissertation.  
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2.5 Analysis of the targeted episodes 

Case I: The End, Cultural omission of a word  

Original version Literal translation Arabic dubbed version 

   Penny: Gumball this is 

biology 

  Gumball: oh who cares, it 

won’t matter in twenty four 

hours, kiss me penny 

(gumball holding penny’s 

hand). 

 

 ϡϮϠع αέΩ اάي: هϨبي

 يΎغΎمΒل.

غΎمϝϮΒ: أنΎ لا أكΕήΜ ، لن 

 Δبعέأ ϥϮπفي غ ΎϤϬلك مΫ ϥϮϜي

ϭعشϥϭή سΎعΔ ، قϠΒيϨي بيϨي. 

 )غΎمϝϮΒ مΎسΎϜ يΪ بيϨي(.

 

 .ϡϮϠع αέΩ اάه ϝϮΒمΎي: غϨبي 

 ΕΎعΎس Ϊبع ϩϭϭا :ϝϮΒمΎغ

 سيΒμح العϡϮϠ تέΎيخ.

 

Table 2.5.1 Case I, the End 

In the original episode version, gumball asked penny in the minute 3:50 to kiss him 

«Kiss me, Penny, however in the dubbed version it was censored  and skipped to the 

teacher saying I have a surprise for you, children. 

The action of the kiss did not happen in both versions; gumball just asked for it 

before the interception of the teacher, still, it was not appropriate to keep this scene due to 

the cultural and religious differences of the Arabic and Muslim beliefs   

And it was skipped directly to the teacher’s line.  

           In the same episode, the fake wedding scene between Gumball and Penny was 

censored. It was skipped to Gumball and his family eating at home. The reason why this 

scene is omitted and skipped can vary to the choice of the dubbing producers, they might 

find this scene unnecessary for kids to watch and better to be omitted, or predicting that 

kids with this age still don’t quite understand the concept of marriage, noticing that this 

series being based on a comic nature and this scene will not be taken on a serious behave. 
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 Case II: the Fan, Omission of idiom 

Original version Literal translation Arabic dubbed version 

 

Sarah: Well, I guess the 

moral of this story is, "All's 

well that ends well!"  

:Γسار  ΔμϘال ϩάمن ه ΓήΒالع ϥن أυأ

هي أϥ" كل مΎ هϮ جيΪ تϥϮϜ نΎϬيΘه 

"ΓΪجي 

:Γسار  ΔيΎϜالح ϩάمن ه ΓήΒيب، العρ

"ΩϮعΘس ΩϮالأس ϭ الأبيض ϡΎأي" ϥأ 

Sarah: Yeah. Well, then I 

guess you could say, "The 

grass is always greener on 

the other side of the fence!"  

:Γك  سارϨϜϤن أنه يυأ ،ΎϨδح .ΎعΒρ

 ήΜأك ϭΪΒي ΎϤائΩ الحشيش " ϝϮϘال

اخήπاέا من الΔϬΠ الأخϯή من 

 "ΝΎيδال 

:Γع  سارϨμم ϥ·"ϝϮϘك الϨϜϤنعم، ي

 الألϮاϥ تعνή لألϮاϥ من الήΨΘيب" 

Table 2.5.2 Case II, the Fan (1) 

 Idioms in Arabic compared to English are really rare in number of frequency; 

particularly that this type is mainly used in such discourse of higher register. The dubbers 

here preferred to omit the English proverbs for the following potential reasons: 

- There is no idiom equivalence in Arabic that can correspondence in Arabic. 

- The idiom if translated using an idiom would produce something incomprehensible for 

the Arab kid audience. 

- Dubbers do follow a comedia tone when translating and avoid seriousness; idioms if 

translated literally or idiomatically may violate the comedy tone in the cartoon.  

- Even in the case of opting for the literal translation, the meaning stills weak, because the 

dubbers have omitted an important idea upon which the scene in question is based. The 

original dialogue of the previous scene is omitted and substituted with a new one as 

seen in the table below: 

Original version 

 

Literal translation Arabic dubbed version 

Gumball: (…) our kids will 

look even weirder than we 

do! 

 

سيϭΪΒ أρفΎلΎϨ أكήΜ غήابΔ غامΒول:

.ΎϨم   

الأجيϝΎ الΩΎϘمΔ سΘعήف  غامΒول:

 الϥϮϠ الήمϱΩΎ فϘط.

Table 2.5.3 Case II, the Fan (2) 
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Case III: The Skull. Omission of information 

Original version 

 

Literal translation 

 

Arabic dubbed version 

 

Gumball: All that actually 

happened today was me 

rescuing Penny from a tribe 

of time-travelers troglodytes 

and then we made out. 

 

غΎمϝϮΒ: كل مΎ حΙΪ اليϡϮ أنϨي 

أنΕάϘ بيϨي من قΒيΔϠ من قϨρΎي 

 ΎϨϠΒمن ثم قΰال ήΒع ϥϭήفΎδف يϮϬϜال

.ΎϨπبع 

 

غΎمϝϮΒ: لم يحΙΪ ·لا أني 

ΎϘمت أنΕάϘ بيϨي من كΎئΕΎϨ فΎπئيΔ ف

.ΓΩέϭ ئيΎτبإع 

 

Table 2.5.4 Case III, the Skull (1) 

The act of a kiss or lines where this word was mentioned in this episode were 

censored and changed (same as in most of the episodes) due to the cultural boundaries and 

the nature of the Islamic religion that prohibit such actions and due to the young sensitive 

age of the targeted audience, in this episode the words like kiss or girlfriend were changed 

by another words, and it did not harm the concept of the episode. 

The scene where Gumball, Darwin, Penny and Clayton where sitting, Gumball starts 

lying and showing off about rescuing Penny that eventually led to making out. 

Original version Literal translation 

 

Arabic version 

Darwin: you kissed Sussie! 

Gumball: Euuh…just do it! 

 Ωاϭέين: قϠΒت سΎسي.

غΎمϝϮΒ: اااϩ...هيΎ فϘط قم 

 بάلك .  

 

 Ωاϭέين: سήقت محفΔψ سΎسي.

 غΎمϝϮΒ: ااϩ، هيΎ اضغط.   

 

Table 2.5.5 Case III, the Skull (2) 
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In the same episode, the scene where Darwin was asking Gumball wondering about 

him kissing Susie, was changed and dubbed to mean that he stole Susie’s wallet.    

Original version Literal translation 

 

Arabic version 

Gumball: Clayton, do you 

have a girlfriend? 

Clayton: yeah! But she lives 

abroad. 

 

 :ϝϮΒمΎيك غΪهل ل ،ϥϮΘكلاي

 حΒيΔΒ؟

كلايϥϮΘ: نعم لΎϬϨϜ تعيش 

.ΩلاΒال ΝέΎخ 

 

غΎمϝϮΒ: كلايϥϮΘ، سΆاϝ لك، 

 اخήΒنΎ عن أخΘك.

 كلايϥϮΘ: سΎفΕή مί άϨمن.

 

Table 2.5.6 Case III, the Skull (3) 

Another case in this episode, in the same scene, that might not be found and was 

sometimes censored in the English version for unknown reasons, Gumball 

asked Clayton about having a girlfriend was changed and interpreted to asking him about 

having a sister. The reason here is cultural and religious, in the Arab Muslim world the 

equivalent of the word ‘’Girlfriend’’ does not exist neither its concept. Therefore it was 

omitted and replaced by another concept. 

Case IV:  The kids, Omission for potentially financial reasons 

Original version Literal translation Arabic  version 

Gumball: It's not my fault if I 

behave like a dummy. I do a lot 

of stupid things 'cuz I find it 

funny. 

Gumball and Darwin: We 

don't need an excuse, 'cuz we 

got imagination. We're using it 

right now to escape the 

situation. Because when you're 

a kid, you dream of many 

things. Like being a Ninja 

Dentist, or a Wizard Cop with 

wings. We could fight a shark-

bear-gator with a sword made 

of swords! Be the best at 

everything and win 

awesomeness awards. See an 

underwater castle and a 

seahorse made of crystal. 

: ليس ΫنΒي أϥ أتήμف غامΒول
كΪميΔ الأίيΎء. أέتϜب الΜϜيή من 

 ϩάفي ه ΔعΘϤم Ϊلأني أج ΕΎقΎϤالح
 الأشيΎء. 

ليس عϠيΎϨ  غامΒول و داروين:
تΪϘيم عέά أيΎ كϥΎ لأϥ لΪيΎϨ خيΎلا 

الآϥ لΏϭήϬϠ من أϱ نΘδعϠϤه 
مϮقف كϥΎ. فعΪϨمΎ تϥϮϜ صغيήا 

 ϥء. كأΎمن الأشي ήيΜم في كϠتح
 ΎΠϨقت نيϮفي نفس ال ϥϮϜت

Βρϭيب أسϥΎϨ ، أϭ شρήيΎ سΎحήا 
 ΏέΎنح ϥأ ΎϨعτΘاس .ϥΎحΎϨله ج

الϭ εήϘ الϭ ΏΪ الΡΎδϤΘ بδيف 
مωϮϨμ من مϮϤΠعΔ سيϮف! كن 
 ΰئΎΠب ΰف ϭ ن في كل شيءδالأح

ΎϤء قϠعϭ Δ مάهΔϠ. نشΎهΪ تحت ال
 άϘϨن .έϮϠΒمن ال ήبح ϥΎμح

 εήϘال ϝΎجέ من ήحΒال ΕΎيέϮح
 .ΔيΒهΫ έΰلي ΕΎسΪδم ϝΎϤعΘسΎب

This part of the song was 

omitted in the Arabic 

version.  

http://theamazingworldofgumball.wikia.com/wiki/Clayton
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Saving mermaids from shark 

people using golden laser 

pistols. Plunder the universe in 

our pirate spaceship. Go back 

in time to teach cavemen how 

to kick-flip. Don't need to 

worry about our future plans or 

college. Super powers, robot 

arms, that's a substitute for 

knowledge. 

Gumball: It's okay for me to 

dream that I'm a cowboy from 

the west! 

Darwin: And for me to keep 

hoping that there's still a 

chance to grow a [Deep voice] 

chest! 

 

 ΔئيΎπالف ΎϨΘϨفي سفي ϥϮϜب الϬϨن
لήϘϠصϭ .ΔϨنعΩϮ في الϮقت 

الΎϨϤسب لΘعϠيم έجϝΎ الϮϬϜف 
كيفيέ ΔكلاΕ الϮجϩϮ. لا Ωاعي 

 ϭأ ΎϨϠΒϘΘδم ΕΎττΨم ϰϠق عϠϘϠل
 ϭ ΔقέΎΨال ΕاϮϘال .ΔمعΎΠال

الأسϠحΔ الآليΔ هي الΪΒيل عن 
 العϠم. 

لا بأα بΎلΔΒδϨ لي أϥ  غامΒول:
 ήϘΒال ΓΎعέ من Ϊاحϭ يϨم بأنϠأح

!Ώήمن الغ 

ϭبΎلΔΒδϨ لي لϠحفυΎ  داروين: 
 ϙΎϨه ϝاΰأمل "أنه لا ت ϰϠع
فήصΔ ليϮϤϨ ]صΕϮ عϤيق[ 

  !έΪμال 

Table 2.5.7 Case IV, the kids 

This part of song containing about 171 words was censored in the Arabic version. 

The reasons behind this omission are the following: 

- The general idea of this part is the same as the previous one, exploring other 

examples and other features. For example, at the first part of the song Gumball and 

Darwin did stupid things in public place and escape from the police, whereas at the 

second part (the omitted one) they did stupid things to their daddy and escape. 

- The words like shark, mermaids, seahorse and kick-flip are specific to western 

culture; their translation into Arabic may raise the confusion amongst Arab children 

viewers. 

- Translating songs are much difficult than other text forms, such as poetry 

translation. In addition to ritual tasks, the translator works on rhythms, note-values, 

phrasings and stresses. 

- Songs dubbing requires numerous phases and special skills such as a nice voice 

dubbing actor that goes with the song nature and style (Hip-Hop, Balads, 

Classical…/ emotional, epic...).   

 So, it does no harm to omit this part that requires lots of efforts, takes more time 

while translating and dubbing and, economically speaking, consume lots of money since 

the part in question is regarded as a repetition. 
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Case V: The Dress, Omission for immoral reason 

This particular episode is highly avoided and hard to be fined (if impossible) in the 

dubbed version of the show in the middles east and north Africa due to the nudity that the 

episodes contains that is mostly censored. This episodes was aired along with the episode 

of the end, however in the Arabic series of TAWOG the end was aired alone, this was for 

the reason of the multiple scenes of gumball being naked (censored by pixelization the 

bottom area), wearing a girl’s dress or the use of inappropriate humor that can’t be 

adapted, the use of different taboo expressions such as: public nudity, naked etc, and 

Darwin falling in love with gumball because he thought he was a girl, couldn’t be avoided, 

the act of omission in this case will censor most of the episode would be damaged and 

can’t be understood or maintain its concept. The following are some of the inadequate 

scenes:  

Original version 

Minute 11:23 to 12:03 gumball being naked. 

Minute 11:35, Anais: you can’t go to school like that, you’re naked! 

Minute 13:00 to most of the show  

Minute 18:43 Darwin shouting on gumball: I want more kids! 

 Case VI: the Hug, Omission for religious reasons 

 The episode 17 of season 04 entitled “the Hug” dealt with a very delicate subject 

related to religious beliefs. Homosexuality is a recent problematic subject in the Occident 

between the proponents and opponents. But this question cannot be even thinkable in the 

Arab Muslim world due to the religious clear perception toward this subject. 

 The episode in question illustrates Gumball hugging and dancing incontinently with 

Hot Dog Guy any time they meet each other; they also spent the night and hug each other 

while sleeping. 

 For the sexual or precisely the homosexual implications ( like the scene that shows 

gumball on top of Dot Dog Guy)   and other immoral scenes that make the partial omission 
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impossible, this episode has been fully censored in the Arabic dubbed version that is 

addressed to a community in which the  culture is based deeply on religion. 

               Findings 

While seeking omission in the Amazing World of Gumball, a big question raised 

regards reasons behind omission. We try to clarify them in the following points: 

1. Islamic culture forbids any kind of emotional relationship between girls and boys 

before marriage. In many episodes of Gumball there where a special relationship 

between ‘Gumball’ and ‘Penny’; she is his girlfriend, they get hold of each other, 

they go to mall and they share special feelings toward each other in many occasion. 

This kind of relationships should be omitted in the Arabic version since they are 

inappropriate in both Islamic and Arab culture especially for young children. 

Though, they are kept. 

2. The theory of Evolution (the promotion by natural selection), a big problematic 

question, is rejected in the Arab Muslim world. Muslim scholars have waged a 

crucial war against these kinds of ideas because it contradicts the fundamental 

beliefs of Muslims. They declare that their purposes are based on verses of the 

Holly Quran. So, an episode that contains a controversial subject among a Muslim 

religious community should be omitted. But in fact, the episodes 20 and 21 of the 

4
th

 season titled “The origins 01 & 02”, in which the theory of evolution is 

illustrated clearly, weren’t censored or omitted. These episodes show that Darwin 

was a fish, then he got lungs and legs, after that he became a member of the family 

Watterson. 

3.  The bribe is an immoral act in the Muslim culture. There are Hadiths of the 

Prophet Mohammed (peace be upon him) that qualify this act as a ‘sin’ and the 

dealers are ‘cursed’.  Although the perspective of Arab muslin community to the 

bribe, the first sequence of the episode 03/ season 03 illustrates the bribe clearly; 

gumball gave money to the nurse to get a sick note to escape Gym class. Although 

this act is not acceptable since it teaches young children a wrong behavior, there 

were no omissions in the Arabic version.    
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The above mentioned points show that: 

- Even the censored episodes contain some cultural and religious issues that should 

be omitted or substituted. 

- Censorship in the Amazing World of Gumball neglects some religious items. 

- Censorship is managed and controlled by the hidden hands of the sponsors and the 

producers who have in mind some ideas to persuade or/and ban. 

- Educational role of cartoons is, as it were, absent in the Amazing World of 

Gumball.  

Conclusion  

       We deduce through this chapter, which deals with the omission cases found in the 

Arabic dubbed version of ''Gumball'' that the translator (dubbing actor in this case) focused 

mainly on the targeted audience, especially being kids mostly, therefore, scenes with 

sexual materials, cursing, inappropriate utterances were omitted and sometimes replaced 

with other concepts that conveys with the cultural background of the targeted audience. 

Cultural and religious differences between the cultures are highly noticed which made the 

translator focusing on what the targeted audience will receive more than maintaining the 

originality of the source text. 

General Conclusion 

        This study attempts to show the significance of the strategy of omission in dubbing 

films, more specifically cartoons in the Arab world, because of the sensitive age of most of 

the viewers of these cartoons, as well as to show how difficult is for the translator to deal 

with the diversity of the cultural backgrounds of each area and how difficult is to maintain 

the originality, legitimacy and the authority of the ST in the film. Sometimes, adaptation -

due to the differences between the two worlds- is impossible which makes the import of 

most films far reaching, so omission while rendering and maintaining the general message 

of the films is required. 
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        Through this dissertation the research concluded with these findings: 

1- Omission occurs in dubbing primarily for cultural reasons. 

2- There are many methods of omission while translating AV product. Choosing the 

adequate  way depends on the  AV product  as mentioned hereinafter:  

a. Partial omission: 

- Omitting the language   and leaving the image if the substitution of the omitted 

words or phrases is possible. 

- Omission of image only (e.g., dirty body language) if the acoustic channel is non-

verbal (sound effects, noises...)  

- Omission of the language and the image if neither the language nor the images are 

culturally inacceptable by the target audiences.      

b. Full omission of an episode: if the partial omission is impossible or leaves the 

episode in question meaningless. 

4. Omission allowed the target audiences to enjoy AV product easily and comfortably 

especially who belongs to conservative communities.      

5. Although that omission is adopted for some specific tasks as to preserve the culture 

of the target audience, the censorship is controlled by the policies of some 

organisms such as the sponsor and the product owner. 

As it is already set at the very beginning, we raised some questions related to the main 

problematic we are dealing with. We now can answer these ones relying upon what we 

have noticed from the analysis we did in the practical part: 

- It is true that omission impacts the authenticity of the films. However, since it is 

inappropriate in certain cultures such scenes and utters, there is no harm in 

omitting such scenes or utterances but maintaining the message wanted to be 

rendered. 

- Omission will not necessarily lead to a reductionist view about a culture image; it 

will only omit the immoral elements of a show. And it will be understood that this 

scene or utter contained images or words (if noticed) that are not compatible with 

one’s culture. 
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And we consequently can validate and approve our hypothesis that firstly states: 

Whenever there is a clear cultural clash (social, religious...) dubbers apply omission 

strategy for the following main reasons:  

- Immoral inappropriate content 

- Body gesture violating the social values. 

- Social cultural beliefs as in the scene of claimed homosexuality. 

The second hypothesis:  It is assumed that omission leads to having a reductionist view 

about the foreign culture that is supposed to be violating for the TC audience.  Though it is 

important to know the other’s culture, ways of life , habits and tradition , but to some 

extent and in particular in the innocent world of kids; it is recommended to partially or 

fully omit all what might contradict the pure values a child is brought in at home within the 

cultural values and the social imposes. If the other’s views are to a given extent similar or 

partially similar we can, in this regard, talk about keeping its image as it is to make it 

known for the children. 
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ΔمΪقϤال 

ϡلأفلا΍ نتΎضي كΎϤل΍ في  ΔΘمΎص ΪهΎθتϭ΃ ΔϤجήΘم ΔبϮΘϜم έϮص ΎϬόم ϡΪϘق  تρΎϨف مϠΘΨم ϰل ·لμΘل

΍ل΃ ϱήμΒصΒح من ΍لϬδل  ع ΍ل΍ έϮτΘلϮϨϜΘلϮجي ϭ مع ΍لاخ΍ήΘع΍ ΕΎلΪόيΓΪ في م΍ ϝΎΠلόϤδيلϜن م .΍لΎόلم

ΕΎمϮϠόϤل΍ فϠΘΨم ϝΎμت ،·يΎح هΒμΘل ،ΔΠϠبΪل΍ ϭ ΔجήΘδلΎلك كάب ϡΎيϘϠل ΔϤجήΘل΍ ليبΎس΃ ΕέϮτت ΎϤن يك

بΒδب ΍لاخΘلاف΍ ΕΎلΎϘΜفي΍ ΔلΜϜي΍ ϭ ΓήخΘلاف ϭجΕΎϬ  ح΃ Ϊهم ϭسΎئل نϘل ΍لΎϘΜفΕΎ بين ΍ل΃ΏϮόθن ي΍لأخيήت

Ϩل΍ψΓءΎس· ϰل· ϥΎلأحي΍ من ήيΜϜل΍ في ϱΩΆي تΘل΍ ή  αΎδϤل΍ ϭ مϬϔل΍-بΪμق ήس -غيΪϘبΎشيء م Δي  ΔفΎϘفي ث

ΔϨيόف  .مόϠϰ يلΒس ϝΎΜϤل΍ϝΪل ، ي΍ϠϥϮ لأبيض΍ في  ϥΎبΎلي΍ عϠϰ ϥΰلح΍ ϱ΃ سϜه في  عΘلالΩ ΩلاΒل΍ Δبيέϭلأ΍ 

 ΍لήΘجΔϤ ب΄مΎنΔ تΎمΔين هΎϤ: نδϔه بين ΃مή  ي΍ ΪΠلήΘϤجم ϭ في مΜل ه΍ ϩάلحΎلاΕ  .لا΍ϡلϠϰ δع يϝΪ هن· حيث

عΓΪ ·لΠϠ  ϰ΄ثΎϘفΔ ج΍ έϮϬϤلϨص ΍لΪϬΘδϤف، ϭلάلك ي΍Ϯϭفق ΍ ϭ΃ΘلϘيϡΎ بغήبΔϠ لϜل مΎلا ي ت΍ ϩΎΠلϨص ΍لأصϠي

 ·س΍ήΘتΠي΍'' Δلحάف'' . ،΍لاس΍ήΘتΠيϩά ΕΎه ΃ش΍ήϬس΍ήΘتΠيΕΎ لύϮϠΒ هΪفه ΍لϭ ،ΩϮθϨϤمن بين 

ΔاليϜالإش 

،ϥ΍ΪϨδل΍ϭ ΔقήτϤل΍ جم بينήΘϤل΍ ΔΠϠبΪل΍ عπت Ύم ΍ήيΜص بين  كϨل΍ ΔيϠص΃ ϰϠع υΎϔلح΍ϭ ΔفίΎΠϤل΍  من

،ΔϬج  Ϊق ΎϤين يمΘفΎϘΜل΍ صل بين΍ϮΘل΍ ΔيϠϤفي ع ΎϘئΎل عϜθ، فάح ϭ΃ كل  Ϊي قΘل΍ ήصΎϨόل΍ϰشΎϤΘمع  لا ت

 ، مΎϤ يόΠل عϠϤي΍ ΔلΎϘΜف΃ ΔكήΜ تϘόي΍Ϊ.من ج΃ ΔϬخϯή ثΎϘف΍ ΔلϨص ΍لήΘϤجم ·ليه

 ف الέΪاسΔهΪاأ

 Δس΍έΪل΍ ϩάف هΪϬتϰحث عن  ·لΒل΍هم΃ ΏΎΒلأس΍ يΘل΍  يόϤδل΍ ΔΠϠبΩ ف فيάلح΍ ΔيϤΘح ϡΎم΃ جمήΘϤل΍ عπت

 ϰϠء عϮπل΍ يطϠδت ϭ ϱήμΒل΍ΎϬΘيϤه΃ϭ έΎΒΘلاع΍ ينόي بϘϠΘϤϠل ΔفيΎϘΜل΍ ΕΎيϔϠΨل΍ Ϊخ΃ ΃ΪΒم. 

Δالفرعي ΕالياϜالإش 

 من ϱ΃ نΎحيΔ يΆث΍ ήلحάف في ΍لΪبΔΠϠ ع΍ ϰϠلϔيϠم ΍لأصϠي. -

-  Δلي΍ΰΘخ΍ ήψن ΔϬجϭ ءΎτع· ϰل· ΔΠϠبΪل΍ ف فيάلح΍ ϱΩΆلهل ي ΔفΎϘΜϠل΍.ΉέΎϘل΍ عن ΔΒيήغ 

Εالفرضيا 

- ΄ΠϠي  ϥϮΠϠبΪϤل΍ ϰل·ΔيΠت΍ήΘف  ·سάلح΍ΎϤϨي΃ .فيΎϘث ϡΩΎμم تϬϠبΎق 

-  ΕΎفΎϘمع ث ΔفΎϘΜل΍ ϩάفق ه΍Ϯت ϭ Δفήόم ϡΪόل ΔيΒϨلأج΍ ΔفΎϘΜل΍ ϝ΍ΰΘخ΍ ϰل· ϱΩΆف يάلح΍ ϥ΃ νήΘϔي

ϯήخ΃.  
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 الΒحثهيϜل 

΍لϱήψϨ من ΃ج΍ΰء تϤπΘن  μϔل΍ل يϥϮϜΘ .خή تΒτيϘيΎϤ ن΍ ϭ ϱήψلآϭ΃لاه ،يϥϮϜΘ ه΍ ΍άلΒحث من فϠμين

ΔفΎϘΜل΍ ϭ ΔϤجήΘل΍ :هيϭ لا΃ حثΒل΍ ΍άه ρΎϘهم ن΃ ϝϮح ΔϠمΎش Γήψن  ϭΔϤجήΘل΍ ف فيάلح΍ ϭ  ΔϤجήΘل΍

ΔيήμΒل΍ ΔيόϤδل΍  ϭΔΠϠبΪل΍. ϰϠيج فيه عήόΘل΍ تم Ϊق ϭ   ΔيϠϤفي ع ΔΠϠبΪل΍.بيήόل΍ لمΎόل΍ 

Ύم΃ يϘيΒτΘل΍ لμϔل΍ ف ΓέΎΒع ϮϬ عن Δس΍έΩϭ فάلح΍ ϠيϠهتح ϭ  ί΍ήب΍يϤه΃ هΘϭ ΍άيق  كΒτء ت΍έϭ ΏΎΒلأس΍ هم΃

ϭ ''هشΪϤل΍ ϝϮΒمΎلم غΎع'' ήيϬθل΍ ΔكήحΘϤل΍ ϡϮسήل΍ من ΔΠϠبΪϤل΍ ΔΨδϨل΍ في ΔيΠت΍ήΘلإس΍ ϩάلك من  هΫ

ϝخلا ΔيϠلأص΍ ΔΨδϨلΎب ΎϬΘنέΎϘم . 

΍لΎΘϨئج ΍لΎόم΍ ΔلΘϤحμل عϠي΍ ϭ ΎϬلإجΎبΔ عن  صΔ تϤθل ΃ه΍Ϊف ه΍ ΍άلΒحث ΍ϭلΒحث بΨلاϭفي ΍لأخيή، خΘم 

 ·شΎϜليΕΎ ه΍ ΍άلΒحث.

 الأϝϭالفصل 

ΔϤالترج ϭ Δالثقاف 

 ϥ· ΕΎغϠل΍ ΩΪόلتόΠي ϰϠف عήόΘل΍  ΔفΎϘث ΎϤبέ ϭ بل ΎΒόص ήلآخ΍حيلاΘδم ϥϭΩ  يΘل΍ ΔϤجήΘل΍ ϰء ·لϮΠϠل΍

ΕΎفΎϘث ϰϠع ΎϬل من خلالτن άف΍Ϯن ΎϨح لΘϔت ϭ Ύنήغي ΎϬب )ΔϤجήΘل΍( .مϬόصل م΍ϮΘن  نϜϤفلا ي ϱ΄بϝΎمن  ح

ΔϤجήΘل΍ ΔيϠϤفي ع ΔفΎϘΜل΍ هلΎΠت ϝ΍Ϯلأح΍  ήθفي ن ΔϤجήΘل΍ έϭΩ ϝΎϔل ·غϘόلا ي ΎϤكΎفΎϘΜل΍Ε لϘن ΔϤجήΘلΎف ،

 ك΍ ΓήΜلΎϘΜفϭ ΕΎي΍Ϯج΍ ΎϬϬلήΘϤجم هي تΩΪό  ·شΎϜليΔكήΒ كΎنت ΃، لάلك حδبΕ΍έΎΒόϠ فللΎϘΜϠفϭ ΕΎليس 

Ϩبي ΕΎلافΘلاخ΍ΎϬ. جبϮΘي ΍άل  ϰϠع ΔϤيϠس ΔϤجήΘل΍ ϥϮϜΘف لΪϬΘδϤل΍ έϮϬϤΠل΍ ΔفΎϘΜب ΎϤϠم ϥϮϜي ϥ΃ جمήΘϤل΍

  ϭ ملائΔϤ في ΍لϨص ΍لΪϬف.

لΎόΘمل مع ه΍ ϩά سϠس ϥ΃ ي΍ ϥϮϜلήΘϤجم  كϥΎ ع΍ ϭϰϠل΍Ε΍ΩΎό  ،Ε΍ΪϘΘόϤل ΩΎϥ ϭي΍ή لاخΘلاف ΍لأϭψن

Δθحϭ ϭ ΍έΎبΩ· لا Ύδن΃ ϭ لاΎΒق· ΎϬيϘϠΘم ΪϨه عΘϤجήت ΪΠت ϰΘح ΕΎلافΘلاخ΍.  Ϊق ϭΩέϭ΃ ΍ΪيΎن (Nida)  في

΍لΘي حΎϬΘϘϘ عΪϨ ق΍ ΉέΎلϨص سΎΠΘبΔ هي ΍لΘي تحϘق ع΍ ΪϨلϘϠΘϤي ΍لاϠδي΍ ΔϤل ΍ ϥلήΘج΃ ΔϤ ·حϯΪ كΒΘه 

 ΍لأصϠي.

 ،Ύϔآن ϩΎنήكΫ ϱάل΍ فيΎϘΜل΍ لϜθϤل΍ ϰϠع ΓϭجعلاϮتόل΍ من ΪيΪόل΍ Ϊمل΍Ϯ  يΘل΍ل΍ έΎδيق مόت ΔϤجήΘ

΍لأمϭ  ϝΎΜ لΘϤلاίم΍ ΕΎلϠغϮي΍Δ لϨحϭ Ϯق΍Ϯعϭ ΍ Ϊ بΎϨء ΍لϤΠلفي  Δ بين ΍ل΍ ϭ έΪμϤلΪϬف΍لϠغϮي لاخΘلافΎΕΎك

Ύهήغي ϭ. όθلΎك ΔبيΩلأ΍ ΕΎϤجήΘل΍ لاء فيΠب ήϬψت ΕΎلافΘلاخ΍ ϩάه ϭή 
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Δالثقاف ϡوϬمف 

 .ن΍ήψ للاسΎϤόΘلا΍ ΕلΓΩΪόΘϤ ل΍ ΍άϬلϠτμϤح ،΍لΎϘΜفΔ لϠτμϤحمϮحΪ  تήόيفع΍  ϰϠلμΘΨϤينجل يϔΘق لم 

ϭ ΔفΎϘΜل΍ حϠτμم ϥήϘم من يϬϨم ΪΠلك نάح لϠτμϤآبήخ ϭ Ϯل ه ΔΒδϨلΎب ϝΎلح΍ ϥΎك ΎϤك ''ΓέΎπلح΍''ـ 

 ''غ΍ήه΍ϭ ϡΎلاα'' في كΎΘبه ΍لϤΘΠϤع ΍لψόيم.

ΔϤالترج ϡوϬمف 

لغ΍ ΔلΪϬف بήτيΔϘ سΔδϠ تόΠل ΍لϘϠΘϤي لا  ϰيήόف΍ ΎϬلόΒض ب΄نΎϬ عϠϤيΔ نϘل ΍لϰϨόϤ من لغ΍ ΔلέΪμϤ ·ل

في عϠϤي΍ Δل΍ϮΘصل هϤيΔ بΎلغ΍ Δلأتϭ  Γ΍Ω΃ ήΒΘό هي يήόθ بϮج΍ϭ ΩϮسΔτ بيϨه ϭبين كΎتب ΍لϨص ΍لأصϠي.

ΕΎفΎϘΜل΍ بينϭ . ضي لاΎϤل΍ في ΔϤجήΘل΍ نتΎك Ϊق έΎϜف΃ لϘن ΎϬنϮك ϯΪόΘت،  ϰف ·لΪϬت ϥΎك ϭيفتϘΜ يϘϠΘϤل΍ 

΍ل΍ ϡΪϘΘلϤϠόي ΍لϱά جόل ΍لΎόلم  نΘيΔΠيϜϤن ΍لϠΨΘي عΎϬϨ  ف΃ ΪϘصΒحت ضΓέϭή لاΎلآخ΃ .ήم΍ ΎليϡϮ ب ϭ تήόيϔه

ήف΄صغ ήصغ΃ ΎϤك ΃ صل مع΍ϮΘل΍ لόجΏήغ  αΎϨل΍ϭ ΎϨع ΎϨن΍ήجي Ϊح΃ ΓέΎيί ل منϬس΃ ΎϨهم مΪόب΃  ين همάل΍

ΎϨم.   

Δالعربي ϭ ΔيزيϠϜل الثقافي بين الانϜشϤال 

 ήΒع ΔبيήόϠل ϱϮغϠل΍ έϮτΘل΍ في ΔليΎϜلإش΍ نϤϜت Ύم έϮμفي ع ΔϠϤόΘδϤل΍ ΔيϜلاسيϜل΍ Δبيήόل΍ نϤمن، فΰل΍

ΓΪيΪΠل΍ ΎϬت΍ΩήϔϤب ΔΜيΪلح΍ Δبيήόل΍ ϰل· ϡلإسلا΍ لΒثم ق ϰل· ΎϬتΎΠϬي  لΘل΍ ϭ ήيΒل كϜθب ΔϠϤόΘδϤل΍ ΔميΎόل΍

ΪϠف من بϠΘΨت ήمن  لآخ ιϮμϨل΍ ΔϤجήفي ت ΔبϮόص ΪΠن Ϊق ΍άϬل .ϯήخ΃ ϰل· ΪϠΒل΍ سϔمن ن ΔϘτϨمن م ϭ

ϰل· Δبيήόل΍ لان΍ ΔصΎس صحيح، خϜόل΍ ϭ ΔيΰيϠϜ΍Ϋ· Ύب ήلأم΍ قϠόينتΪل  ΪΠين ن΃  يΘل΍ ΕΎϤϠϜل΍ من ΪيΪόل΍ ΎϬل

 ΔϘقيΩϭ ΓΩΪمح ϥΎόلحج مΎك ϭ Γلاμل΍ ϭ ΓΎكΰل΍ ΔلالΠل΍ ظϔلϭ "الله" ΎϬΘϤجήن تϜϤي يΘل΍...ϰلان ·ل΍Π ΔيΰيϠ

·ل΍ ϰلϠغϭ ΔلϜن ·΍Ϋ قΎϨϤ بΈعΓΩΎ  تήجΔϤ نϔس ΍لpilgrimage ϭ prqyer   ϭalms  ϭGod  ΕΎϤϠϜ :يكΎلΎΘل

 :ΪΠϨδف Δبيήόل΍αΪϘϤل΍ ϥΎϜϤل΍ ϰل· ΔϠحέ   ϭ ءΎعΩ ϭΔقΪص ϭ   له· ،ΩΆي ΎϤمϱ ϰϨόϤل΍ في ήتغيي ϰل·. 

έتا ΔحϤلΔصريΒال ΔعيϤالس ΔϤعن الترج ΔيΨي 

 ίلاΰنϮق ί΍ήب ΰيϮمه لΪق ϱάل΍ يفήόΘل΍ ΎϬϠϤش΃ ل منόلϭ ،ΔيήμΒل΍ ΔيόϤδل΍ ΔϤجήΘϠل ΓΪع ΕΎϔيήόت ϙΎϨه

 (Luis Perez Gonzalez)  يلϮحΘب ϰϨόي ΔϤجήΘل΍ ΕΎس΍έΩ ωϭήمن ف ωήف ΎϬب΄ن ϯήي Ϋ·

 ΍لήόΘي΃ΕΎϔخϯή. هϥ· ϭ ،΍ά كل  ϭ΃ / ϭΕΎ ثΎϘف ΕΎنιϮμ م΍ ΓΩΪόΘلأنϭ ρΎϤ م΍ ΩΪόΘلϮسΎئط ·لϰ لغ

ϭ .ΎϬϠصيΎϔض تόب ϰϠء عϮπل΍ طϠδي ΎϬπόبϭ ϯήΠϤل΍ سϔب في نμت ϯήلأخ΍  ΙΪح΃ من ωήϔل΍ ΍άه Ϊόي

 ΔيόϤδل΍ ϡلإعلا΍ ئلΎسϭ έΎθΘنΎب ΰيϤΘي ϱάل΍ ΍άه Ύنήμفي ع ΔصΎين خΜحΎΒل΍ ϡΎϤΘه΍ تΒτϘΘس΍ يΘل΍ ωϭήϔل΍

.ϕΎτسع نϭ΃ ϰϠع ΔيήμΒل΍ 



5 

 

ل ΍لإعلا΍ ϡلόϤδي΍ ΔلήμΒي΍ ΔلΎΘϤحΔ لέϮϬϤΠϠ مΕή ه΍ ΍άلωήϔ بϤδΘيΕΎ عΓΪ تϤيΰ كل مΎϬϨ بϤلائΘϤه لϮسΎئ

ϩέϭΪقت صϭ  كــϭ "مϠيϔل΍ ΔϤجήت " ."ΔشΎθل΍ ΔϤجήلاقت  "ت Ϊق ϭ ήيآخϤδΘل΍ ΔيόϤδل΍ ΔϤجήΘل΍" ΕΎ

 "ΔيήμΒل΍ Ύόس΍ϭ لاϮΒي قϤيΩΎلأك΍ ρΎسϭلأ΍ فيΔ .ΔϘبΎδل΍ ΕΎيϤδΘلΎب ΔنέΎϘم ΎϬΘليϮϤθل 

έتا ΔحϤلΔصريΒال ΔعيϤالس ΔϤعن الترج ΔيΨي 

 ΕήϬυضيΎϤل΍ ϥήϘل΍ ΕΎيϨفي ثلاثي ΔيήμΒل΍ ΔيόϤδل΍ ΔϤجήΘل΍ ϥ΍Ϊفي مي ΙϮحΒل΍،  ΎمΎين عδϤخ Ϊόب ϭ
 ΔΘمΎμل΍ ϡلأفلا΍ ήμع ϰل· Ύهέϭάج ΪΘϤΘف ΎϬΘسέΎϤم Ύم΃ .ΔϤجήΘل΍ ΕΎس΍έΩ مϠفي ع ΎϨكέ تϠϘΘس΍ ΎΒيήϘت

ϠΜϤϤل΍ έΎϜف΃ ضيحϮت ϰف ·لΪϬم تϠيϔل΍ Ε΍ήϘين بين فϭΎϨع Ν΍έΩΈب ϡلأفلا΍ ϮΠΘϨم ϡΎحيث ق ΕΎمϮϠόيم مΪϘتϭ ين
 ϭ .ليΎΘل΍ ΪϬθϤل΍ عن ΔمΎجيمع عϮلϮϨϜΘل΍ ϡΪϘΘل΍ .ΓήشΎΒم έϮμل΍ ϕϮف ΝέΪين تϭΎϨόل΍ كϠحت تΒص΃  ΍άهϭ

مίϮع΍ Ϯلأفلاϡ يϥϭήϜϔ في تϮδيق مΎΠΘϨتϬم خΎρϭ΃ ΝέΎنϬم بΎسϡ΍ΪΨΘ ه΍ ϩάلϨϘΘيΔ لϜن بϠغΕΎ مΎ جόل 
 ΔيϨϘت έϭάب ϰلϭ΃  ϩάنت هΎنب حيث كΎلأج΍ مϬتΎΠΘϨي مϜϠϬΘδم.΍άه Ύنήμفي ع ΓήθΘϨϤل΍ ΔجήΘδل΍  

 ϭ جع΍ήت ϰل· ϯΩ΃ ΎϤم  مϬتΎلغ ήبغي ΔϘρΎϨل΍ ϡلأفلا΍ ΓΪهΎθعن م αΎϨل΍ فΰع ΔϘρΎϨل΍ ϡلأفلا΍ έϮϬυ ΪϨع

 (LIP-SYNCHONIZATION)·لϰ تϨϘيΔ  ي΍ϥϮΌΠϠلΒϤي΍ ΕΎόلόϤδي΍ ΔلήμΒيϭ .Δه΍ά مΎ جόل ΍لΠΘϨϤين 

  ΓΩΎلإع ΎهϮϠϤόΘس΍ حيث ،ΕϮμل΍ ΓΩϮين جδتح Δبغي   Ε΍έ΍Ϯلح΍ ضόب ΓΩΎلإع ΎسΎس΃ لϤόΘδنت تΎي كΘل΍

ϭ .مϬنΎρϭ΃ ΝέΎم خϬتΎΠΘϨي مϜϠϬΘδϤل ϡلأ΍ ΕΎغϠلΎب Ε΍έ΍Ϯلح΍  كل  ΔيόϤδل΍ ΔϤجήΘل΍ ϭ لحين΍ لكΫ άϨم

 ΍لήμΒيΔ في تέϮτ مήϤΘδ يΎϤΘش΍ ϭ ϰل΍ ϡΪϘΘلϮϨϜΘلϮجي جΎΒϨ ·لϰ جϨب.      

ϠغΘس΍ ΎϬΘϨϤهي νήϔي لΘϔل΍ ωήϔل΍ ΍άه ΔيϜيήلأم΍ ΓΪحΘϤل΍ ΕΎلايϮلΎلم كΎόل΍ في ϯήΒϜل΍ ϯϮϘل΍ ت ϝϭΩ ϰϠع

Ύبϭέϭ΃ Ϩم ήيΜϜلΎفع بΩ ΎϤم ΎϬنين΍Ϯسن  ق ϰل· ϱήμΒل΍ يόϤδل΍ ϥ΍Ϊفي مي ΓΪع  ΎϬتΎفΎϘث ϭ ΎϬتΎلغ ϰϠع υΎϔحϠل

ϭΪي· .ΎϬتΎجيϮϠي 

ΔصريΒال ΔعيϤالس ΔϤاط الترجϤأن 

في مي΍ ϥ΍ΪلόϤδي ΍لϱήμΒ ·ل΃ έϮϬυ ϰنρΎϤ جΪيΓΪ لήΘϠج΍ ΔϤلόϤδي΍ ΔلήμΒي΍ ϯΩ΃  Δل΍ ϡΪϘΘلϮϨϜΘلϮجي

μفي ع ΎهΩΪغ عϠحيث بή ΍άه Ύهم 17نήψن ΕΎϬجϭϭ ينήψϨϤل΍ ء΍έب آδح ΎϤδϘم ΎτϤن، ΔΠϠبΪل΍ :ΎϬϨم  ϭ

ϭ ΔجήΘδل΍ يقϠόΘل΍ ΔجήΘδل΍ ϭ .عϤδل΍ فΎόض ϭ مμϠل ΔجήΘδل΍ ϭ ΓήشΎΒϤل΍  بδح ρΎϤلأن΍ ϩάه έΎΘΨت

ήΒل΍ ΔόيΒρ ϭ ΔفΪϬΘδϤل΍ ΔΌϔلΎك ήييΎόϤل΍ ضόب ΓΎع΍ήمج مع م΍ل΍فيΎϘΜل΍ جهϮΘ يϘϠΘϤϠنين  ل΍ΪيϤل΍ في  ϡΪϘΘل΍ ϭ

 ΍لاق΍ ϭ ϱΩΎμΘلϮϨϜΘلϮجي.

ΔجϠبΪال ϡوϬمف 

ب΄ن΍ ΎϬس΍ ϝ΍ΪΒΘل΍ ΏΎτΨلأصϠي  بήΘج΍(luyken)   ΔϤلΪبΔΠϠ هي من ΃ك΍ ήΜلأن΍ ρΎϤن΍έΎθΘ.  يήόفΎϬ ليϮكن  

 في ΍لϮΘقيت ΍ ϭلμيΎغϭ Δ حήك΍ Δل΃  .ϩΎϔθميΔϨ عήΒ مέΎδ صϮتي ي΍Ϯفق ΍ل΍ ΏΎτΨلأصϠي
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 ρΎϤلأنΎب ΔنέΎϘم ΔϔϠϜم ϭ ΎϬب ήϤي تΘل΍ ΔϔϠΘΨϤل΍ حلήϤل΍ ϰل· ΍ήψن Ύ يϠϤع ΔΒόص ΔΠϠبΪل΍ ΔيϠϤع ήΒΘόت

.ΔΠϠبΪϠل ΍Ω΍ΪΘم΍ يقϠόΘل΍ ήΒΘόيϭ  .ϯήلأخ΍ 

 ϡوϬمفΔالسترج  

 ΍έΎθΘن΍ ΎهήΜك΃ من ϭ ΔيήμΒل΍ ΔيόϤδل΍ ΔϤجήΘل΍ مت فيΪΨΘس΍ يΘل΍ ρΎϤلأن΍ ϰلϭ΃ هي من ΔجήΘδل΍

كΎلΪبϭ .ΔΠϠهي تϰϨό بήΘجΔϤ نιϮμ صϮتيΔ ) مϮϤδعΔ ( ·لϰ نιϮμ مϭήϘءΓ مΔϤδϘ ·لϭ ϰحΕ΍Ϊ تπم 

Ύع ϥϮϜتϭ νϭήόϤل΍ ΪϬθϤل΍ بδح ΎعΎΒت ήϬψت ΕΎϤϠϜل΍ من ΍ΩΪمح ΍ΩΪعόل΍ ΔشΎل شϔس΃ ΓΩ ήΒΘόتϭ .νή

Θδل΍   .ΎϬل Ε΍Ω΍ΪΘم΍ عϤδل΍ فΎόضϭ مμϠل ΔجήΘδل΍ ϭ ΓήشΎΒϤل΍ Δجή 

 الΪبϠجΔ في العالم العربي

 ϥήϘل΍ ΕΎيϨيόδي تϔبي. فήόل΍ لمΎόل΍ ϰل· ΔΠϠبΪل΍ خلΩ΃ من ϝϭ΃ ΔحΎϤس Ϯب΃ لاϮϜني نيΎϨΒϠل΍ ΝήΨϤل΍ ήΒΘόي

.Δبيήόل΍ ΩلاΒل΍ في ΕϮيΒل΍ ϥ΍έΪج ΔΠϠبΪϤل΍ ϡلأفلا΍ ΕίϭΎΠضي تΎϤل΍  ΔΠϠبΪب ΓήΘϔل΍ كϠت ΕΰيϤت Ϊق ϭ

΍لδϠδϤلا΍ ΕلδϜϤيϜيΔ كـ " ΃نت ϭ΃ لا ΃حέ" ϭ "Ϊهي΍ ΔϨلΎϤضي"  ·ل΍ ϰلϠغ΍ Δلήόبي΍ Δلμϔحϭ ،ϰقΪ لاقت 

 ΕΎهϮيΪيΘس΍ عتήش ΎهΪόب ϭ .منΰل΍ من ΓήΘϔل ΔجϮϤل΍ ϩάه ΕήϤΘس΍ϭ .بيήόل΍ لمΎόل΍ في ΍ήيΒك Ύج΍ϭέ

ΔغϠل΍ ϰل· ΔكيήΘل΍ ΕلاδϠδϤل΍ ΔϤجήفي ت ΔΠϠبΪل΍  لاقتϭ ،ϯήخ΃ يينΎح΃ ΔميΎόل΍ ϰل·ϭ ΎϨحي ϰحμϔل΍ Δبيήόل΍

 Ϯه έΎϤπϤل΍ ΍άفي ه Δبيήόل΍ ΩلاΒل΍ هΘفήع Ύم ήل آخόلϭ .ΎهίϭΎΠت ΎϤبέϭ بل ΎϬΘϘبΎل عن سϘلا ي Ύج΍ϭέ

 .ΔيέϮϜل΍ϭ ΔيΪϨϬل΍ ΕلاδϠδϤل΍ϭ ϡلأفلا΍ ΔΠϠبΩ 

 ΎϬϘتΎع ϰϠته عάخ΃ ΪϘف ϝΎϔρلأ΍ مج΍ήب ΔΠϠبΩ Ύم΃فϠΘΨفي  م ΕΎهϮيΪΘلإس΍ ϥΎϨΒϠك Δبيήόل΍ ΩلاΒل΍ ءΎجέ΃

(αϭΎن هθكΩϭήب ΝΪϤم ·يϠόت في تϤϬس΃ Ϊق ϭ .)Γήهΰل΍ ΰكήم ( ΎيέϮس ϭ )ΎيΪمي ήμم( ΓήهΎϘل΍ ϭ )

 ΕΎΠϬϠل΍ ϰل· ϝΎϔρلأ΍ مج΍ήب ΔΠϠبΩ ΔجϮم ΡΎΘΠت ϥ΃ لΒمن قΰل΍ من ΎϨحي ϰحμϔل΍ Δبيήόل΍ Δغ Ϡل έΎغμل΍

.ΔميΎόل΍ 

 لا يϝ΍ΰ ضόيΎϔ مέΎϘنΔ بΎلأن΍ ρΎϤلأخέϭ.ϯήغم كل ΍ل΍ ϡΪϘΘل΃ ϱάحίή في ΍لΪبΔΠϠ فΈنه 

 محاسن الΪبϠجϭ Δ مساϭئϬا

 ΰكήحيث ·نه ي ،ΪهΎθϤϠل Δيحيέ΃ ήΜك΃ Γήلأخي΍ ϩάه ϥ΃ ΔΠϠبΪل΍ ϭ ΔجήΘδل΍ بين ΔنέΎϘϤل΍ ϝيلاحظ من خلا

Γء΍ήϘل΍ ϰϠع ΰكيήΘل΍ ءΎϨه عδϔي نϔϜيϭ ΕϮμل΍ϭ ΓέϮμل΍ ϰϠع،  ΪهΎθϤل΍ لόΠي تΘل΍ ΔجήΘδل΍ έ΍ήغ ϰϠع

έϮتين في آ΍ϭ ϥحΪ. ك΍ ϥ΃ ΎϤلΪبΔΠϠ تΘيح لήΘϤϠجم نϮعΎ من ΍لحήيΔ في ΍سϭ΃ ϝ΍ΪΒΘ حάف مΎ لا يήكΰ عϰϠ ص

 يΎϤΘشϭ ϰ ثΎϘف΍ ΔلϘϠΘϤي.



7 

 

ϭ مΎϤ يΏΎό في ΍لΪبΔΠϠ تغييب ثΎϘف΍ ΔلϠغ΍ ΔلέΪμϤ بΒδب ΍سϝ΍ΪΒΘ كل مΎ لا يϔΘق مع ثΎϘف΍ ΔلϘϠΘϤي ΍ ϭلϮΠϠء 

Ϊع ϥ΃ ΎϤي. كϠلأص΍ ϰϨόϤلΎل بΨي Ϊق ϱάل΍ فάلح΍ ϰل·  Θθي Ϊق ϩΎϔθل΍ ΕΎكήفق في ح΍ϮΘل΍ ϭ ϡ΅لاΘل΍ ϡ ت

 تήكي΍ ΰلϘϠΘϤي. 

 ϰϠي عΠيέΪΘل΍ ءΎπϘل΍ Ϯه Ύهήτخ΃ لόل ϭ ΎϬب ϥΎϬΘδلا ي ΉϭΎδم ΎϬل ϥΈه، فΘϘϘح ϱάل΍ ήيΒϜل΍ Ν΍ϭ  ήل΍ غمέϭ

΍لϠغ΍ Δلήόبي΍ Δلμϔحϰ خΎصΔ في υل مΎ يήόف بΎلϭΰόف عن ΍لΎτϤل΍ ϭ Δόل΍ήϘءΓ في ΍لΎόلم ΍لήόبي، نΎهيك 

 Θ΄ثή بΎلΎϘΜف΍ ΕΎلغήبيϭ ΔآثϩέΎ ع΍ ϰϠل΍ ΕΎόϤΘΠϤلήόبي΍ ΔلإسلاميΔ.    عن ΍ل

ΔجϠبΪفي ال ΔϤϜتحϤعايير الϤال 

ΔلϭΪمعايير ال 

يΪμϘ به تϨΒي ΍لحϮϜمΔ لδيΎسΔ مόيΔϨ تΎϬΠϬΘϨ في ΍سΘي΍ Ω΍ήل΍ήΒمج ΍لΪϤبϭ  ΔΠϠمن حΎϬϘ مϨع ϱ΃ بήنΎمج لا 

΍ϭ سϨΠل΍ ϰϠع ϱϮي تحΘل΍ مج΍ήΒلΎك ΎϬΘسΎمع سي ϰشΎϤΘلخ ي΍....ΔبϮغήم ήغي έΎϜيج لأفϭήΘل΍ ϭ فϨόل 

ΔاعيϤعايير الاجتϤال 

ΓΩΪόΘϤل΍ ΔفيΎϘΜل΍ ΕΎلافΘللاخ ΍ήψجم نήΘϤل΍ جه΍Ϯي تΘل΍ ΔعيΎϤΘلاج΍ ΕΎΒϘόل΍ هم΃ ϝϮح έϮحϤΘي Ύهي كل م. 

ΔسساتيΆمعايير م 

ϭϭفق هي ΍ل΍ ΓϮϘلΘي تΘحϜم في مΎόيي΍ ήلήΘجΔϤ ل΍ ϯΪلήΘϤجم عΪϨ عϠϤه لΎμϤلح مόيΔϨ تحت ϭήυف 

.ρϭήش 

ϥرتوϜال ϡأفلا ΔجϠبΩ 

1.  Δصناع ϥرتوϜال ϡفي العالم الغربيأفلا 

ϭ΃لϰ خΕ΍Ϯτ ه΍ ϩάلΎϨμعΔ كΎنت في ب΍Ϊي΍ Δل΍ ϥήϘلήθόين في ΍لϮلاي΍ ΕΎلΘϤح΍ ΓΪلأمήيϜيΔ، عن ήρيق 

 ΓϮلإخ΍ :ϝΎΠϤل΍ ΍άه Ω΍ϭέ"ήθفلاي"  ϭ"ϱ΍ήلف بϭΩ΍έ ϥϮي  "جϜيήلأم΍ يشΠϠل ΎϬϬجϭ ήلأخي΍ ΍άه

 ρήΨϨϤل΍آϙ΍άن .εΎϘϨل΍ ل منπف΃ έϮμلΎب Ρήθل΍ ϥ΃ ΎحήΘϘم ΔيϤلΎόل΍ Ώήلح΍ في 

2. Δفي العالم العربي صناع ϥرتوϜال ϡأفلا 

 ،Δبيήόل΍ ΩلاΒل΍ فϠΘΨفي م ΓΪع΍Ϯل΍ هب΍ϮϤل΍ من ήيΜϜل΍ ΩϮجϭ ϭ ΓήفϮΘϤل΍ ΔجيϮلϮϨϜΘل΍ ئلΎسϮل΍ غم كلέ

ϭ ،بيήع ΝΎΘمن ·ن ΓΰيϤΘم Δبيήع ΔنيϮتήك ϡفلا΃ ϰبي ·لήόل΍ لمΎόل΍ ήϘΘϔفي  ي Ε΍έΩΎΒϤل΍ ΔϠق ϰجع ·ل΍έ ΍άه

 .ήيμϘΘل΍ ΍άئج هΎΘن Ϊح΃ ΔيΒϨلأج΍ ΕΎΠΘϨϤل΍ ϭΰل غόل ϭ ϝΎΠϤل΍ ΍άه 
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 ΔجϠبΩ ϥرتوϜال ϡفي العالم العربيأفلا 

 ΔΠϠبΩ Δكήح ΕήϬυϥϮتήϜل΍ ϡفلا΃  ϭ΃ ΎهΩ΍ϭέ ϝϭ΃ من ϭ .ضيΎϤل΍ ϥήϘل΍ ΕΎيϨيόδفي ت ΔكήحΘϤل΍ ϡϮسήل΍

ΔحΎϤس Ϯب΃ لاϮϜئي نΎϤϨيδل΍ ΝήΨϤل΍،  لإعلامي΍ ΡΎΘϔلان΍ Ϊόب ϭ .مهΪل قϤع ϝϭ΃  "ΩΎبΪϨδل΍" ϥΎحيث ك

 ΔμμΨم ΔنيϮيΰϔيϠت Ε΍ϮϨق ΕήϬυ ϭ ΎيΒδن ΔΠϠبΪل΍ Δكήح ΕήهΩί΍ بيήόل΍ لمΎόل΍ ϩΪϬش ϱάل΍ ήيΒϜل΍

 ϥϮΘδيΎΒس ΓΎϨق ΎهήϬش΃ من ϭ ،Δبيήόل΍ ΔغϠل΍ ϰل· ΔΠϠبΪم ΔيΒϨج΃ مج΍ήث بΒت ϝΎϔρللأ(SPACETOON)  

ΘΒث΃ ϭ مت بلΪي قΘل΍    .ΔيϨϘΘل΍ ϩάه ΡΎΠت ن 

 ·ستراتيجيΔ الحάف

ΔϤف في الترجάالح 

ب΄΍ ϥلحάف هϮ عΓέΎΒ عن نωΰ كϭ΃ ΔϤϠ كΕΎϤϠ من لغ΍ ΔلϨص ΍لأصϠي ΃ثΎϨء  (Ivacovoni)يϯή ·فϮϜفϮني 

 ΏΎΒس΃ من بينϭ .فΪϬل΍ ΔغϠل΍ϭ έΪμϤل΍ ΔغϠل΍ في بينΎϘΜل΍ ϡΩΎμΘϠل ΔΠيΘن Ϯف هάلح΍ ΍άه ϭ .ΔϤجήΘل΍ ΔيϠϤع

ΎϬ ΔϤϠ لأϥ ك΍ΘلϮΠϠء ·ليه عϭ ϡΪجΩϮ مΎϜفئ في ΍لϠغ΍ ΔلΪϬف. قΪ تΜيή ه΍ ϩάلإس΍ήΘتيΠيΔ تΎδ΅لاΕ حϝϮ شήعي

ήϜيΎب ήيθت .ΔنΎيΨل΍ ϭ ΔنΎلأم΍ يΘل΄δفي م ΓήشΎΒم ήϜϔن ΎϨϠόΠف" تάح"(Baker)   ϭ΃ ΔϤϠف كάح ϥ΃ ϰل·

 ΃شϝΎϜ هي: 03عΓέΎΒ  قΪ يϥϮϜ مΎΘحΎ في بόض ΍لδيΎق΍ ϥ΃ ϭ ΕΎلحάف له 

ΓΩمفر ΔϤϠف كάح 

ΎϬ قΪ يΨل يϜϤن حάف كΔϤϠ مΓΩήϔ في سيϕΎ م΍Ϋ· Ύ تΒين ϥ΃ حάفΎϬ لن يΆثή في ΍ل΍Ϋ· ϭ΃ ϰϨόϤ كϥΎ تήك

 .يήيمΎ قΪ يحΪثه ΍لحάف من تغϜل بΎلϭ ϰϨόϤ لϜن ع΍ ϰϠلήΘϤجم ϥ΃ يϥϮϜ ع΍έΩ ϰϠيΔ تΎمΔ ب

Δاصطلاحي ΓέاΒف عάح 

تϤΘي΍ ΰل΍ Ε΍έΎΒόلاصτلاحيΔ بωϮϨ من ΍لϮμΨصيΔ في تήجΎϬΘϤ لϮϜنΩ Ε΍Ϋ ΎϬلالاΕ خΎصϭ .Δ قϭ Ϊضع 

:ΎϬϨم Δلاحيτلاص΍ Ε΍έΎΒόل΍ ΔϤجήΘئق ل΍ήρ ϥϭή ψϨϤل΍ 

كϮϘلΎϨ مΜلا ϥ΃ مΎϜفئ ΍ل΍ ΓέΎΒόلاصτلاحيΔ  ،ع΍ ΓέΎΒصτلاحيΔ مΎϜفΔΌ في ΍لϠغ΍ ΔلΪϬف΍لΒحث عن 

"survival of the fittest"ϯϮء للأقΎϘΒل΍" Ϯه " 

  .·عΓΩΎ صيΎغ΍ Δل΍ ΓέΎΒόلاصτلاحيΔ بήτيΔϘ تδϔيήيΔ )شέΎح΍Ϋ· )Δ لم نΪΠ مΎϜفΎΌ لΎϬ في ΍لϠغ΍ ΔلΪϬف

΍ ϝΎϤόΘس΍έάόت ΍Ϋ· Δلاحيτلاص΍ ΓέΎΒόل΍ فάين.حΘϘبΎδل΍ ينΘϘيήτل 
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 حάف معϠومΔ بأكϬϠϤا

 .ΕΎغϠل΍ بين كل ΔكήΘθϤل΍ ΔيΪعΎϘل΍ هيمΎϔϤل΍ ع منϤΠل΍ ϭ ΩήϔϤل΍ ϭ نيت΄Μل΍ ϭ ήكيάΘل΍ ϥ΄ب ΎϨم ήيΜϜل΍ ΪϘΘόي

ϭلΎϬϨϜ تϠΘΨف من لغΔ ·ل΃ ϰخϯή من حيث ΃هϤي΍ ϥ΃ ϱ΃ ،ΎϬΘلΎϔϤهيم ΍لΎϘعΪيΔ في لغΔ مΎ قΪ تϥϮϜ ثΎنϮيΔ في 

ϠϠغ΍ ΔلήόبيΔ عϰϠ سΒيل ΍لϝΎΜϤ لا ΍لح΃ ήμخϭ .ϯήقΪ تحϱϮΘ لغΔ عϰϠ مΎϔهيم لا تϮجΪ في ΍لϠغ΍ ΕΎلأخϯή. ف

 ϭ Δيδنήϔل΍ ينΘغϠل΍  له في ΩϮجϭ لا ϡϮϬϔϤل΍ ΍άه ϥ΃ في حين ΔسيΎلأس΍ ΔيϮحϨل΍ هيمΎϔϤل΍ من ϰϨΜϤل΍ ήΒΘόت

 ΩΎϤΠلΎب ιΎΨل΍ ήيϤπل΍ Ύن΃ ΎϤك ،ΔيΰيϠΠلإن΍« It »    ϭ Δبيήόل΍ ينΘغϠل΍ له في ΩϮجϭ لا ΔيΰيϠΠلإن΍ ΔغϠل΍ في

ϭنΎفΎهϥ΃(Yana)   Ϯ بόض ΍لϠغ΍ ΕΎل΃ϭΪϨϬمήيϜيΔ   مΜل يΎنΎ(Baker)     Ύي΍ ήϜلήϔنδيϭ .Δ تάكή ب

(Navaho)   .ϯήخ΃ ΕΎلغ ϰل· ΔϤجήΘل΍ ءΎϨث΃ ΎϬϨع ήيΒόΘل΍ بόμي  ΔيϮف نحΎϨص΃ ضόب ϰϠع ϱϮΘتح

 ΕΎغϠل΍ ضόبϭ .)...يلϮρ ،يلτΘδم ،ϱήئ΍Ω ( هϠϜش ΪيΪيك تحϠجب عϭ ΎΌشي ΕήكΫ ΎϤϨي΃ ϝΎΜϤل΍ يلΒس ϰϠόف

تπيف ل΍Ϯحق لأسΎϤء ΍لأشιΎΨ كي تΒين مϥ· Ύ كΎن΃ ΍ϮحيΎء ΍ (Amuesha of Peru)  ϭ΃لأخϯή كـ

 ΎΒϠس ήثΆت ϭ ΔϤجήΘل΍ ϰل· ΕΎϨيف شحπت ΔϤجήΘل΍ ΔيϠϤء عΎϨث΃ ΕΎمϮϠόϤل΍ ϩάل هΜم ϰϠع ΔψفΎحϤلΎف .Ύت΍Ϯم΃

 .ϰϨόϤل΍ ϰϠع 

 الفصل الثاني

ق ΍لϠόϔي لήψϨϠي΍ ΕΎل΍ ΔϔϠΘΨϤلΓΩέ΍Ϯ في يΘم في  ه΍ ΍άلμϔل ΍لϕήτΘ ·لϰ مΎόل΍ ΔΠلحάف في ΍لΪب΍ ϭ ΔΠϠلΒτΘي

΍لμϔل ΍لΎδبق Ϋ ϭلك من خلا΍έΩ ϝسΔ تحϠيϠيΔ نΪϘيΔ لحΕΎϘϠ مΓέΎΘΨ من ΍لδϠδϤل ΍لήϜتϮني ΍لϰϤδϤ "عΎلم 

 غΎم΍ ϝϮΒلΪϤهش".

έفي سطو ϝوΒغام 

 ΝΎΘمن ·ن ϱΰيϠΠي ·نϜيήم΃ نيϮتήل كδϠδم Ϯهش" هΪϤل΍ ϝϮΒمΎلم غΎع"ΔيϠكيϮبين ب(Ben Boquelet)  

 (Cartoon Network Development Studio Europe)شήك΍ ΔلإعلاميΔ كέΎتϥϮ نϙέϭϮΘ  لΎμلح

΍ Ωل΍ ήϤόلأΩنϰ لΎθϤهϱΪ ه΍ ΍άلδϠδϤل بΒδع )  Ϊُ07. ح ϰϠع عϨϤي تΘل΍ ΪهΎθϤل΍ ضόب بΒδب Ε΍ϮϨس )

مϠيϮني يΰيΪ عن  سΠل مϝϭ΃2011 Ύ بث له في ΍لΎΜلث من مϱΎ  في. ϠΘΨϤϭق΍لϨόف ΍لΎθϤه΍ ΪلμغέΎ ك

قΎمت قΓΎϨ "كέΎتϭΩ2011  ϥϮلϭ .Δفي ΃كϮΘبή  126بΜه بΫ Ϊόلك في ΃كήΜ من  ( مΎθهϭ .ΓΪتم  2.000.000)

 "ΔبيήόلΎب ϙέϭϮΘن(Cartoon Network Arabic)   ϮيΩϮΘلأس΍ لΒمن ق  ΔΠϠبΪϤل΍ Δبيήόل΍ ΔΨδϨل΍ ثΒب

 . (Image Production House )" ·يΝΪϤ بΩϭήكθن ه΍αϭΎلΎϨΒϠني "

ήϜل΍ لδϠδϤل΍ يϜيح ϡلأ΍ ( "سنήت΍ϭ ϝϮϜني" ΔτϘل΍ هم Ω΍ήف΃ Δόبέ΃ من ΔϔلΆϤل΍ "سنήت΍ϭ" ΔϠئΎني عن عϮت

΍لح΍ ϭ ϥϮϨلغΏϮπ ( ΍ ϭلأέنب "έت΍ϭ ΩέΎθتήسن"  ) ΍لأ΍ Ώل΍ ϝϮδϜلρΎόل عن ΍لϤόل( ΍ ϭلأέن΃" ΔΒنΎييس 

ϭ Δكيάل΍ تϨΒل΍ ( "سنήت΍ϭ ل΍ يϨΒΘلΎلابن ب΍ ( "سنήت΍ϭ ϥϭϭέ΍Ω " ΔيΒهάل΍ ΔϜϤδل΍ ϭ )ΔθϤϬϤل΍ ϭ ϱΩΎϬ
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"بτل ΍لδϠδϤل" ΍لأحϤق ΍لϱά ي΃ ΪϘΘόنه Ϋكي(. ΍  ϭلابن΍لϠϤيء بΎلΎϔϤجΕ΂( ΍ ϭلϘط "غΎم΍ϭ ϝϮΒتήسن" ) 

΍ ϭلΎθϤكل ΍لΘي يΎϬΒΒδ "غΎمϝϮΒ" لδϔϨه ϭعΎئΘϠه. كΎϤ ي΍  έϮμلϠΘΨϤقت΃ έϭΪح΍Ϊته بين ΍لϤغΎم΍ϭ ΓήلϨόف 

 ل΍ ΎϨتح΍ ΩΎلΎόئϭ ΔϠ تΎϤسΎϬϜ في جϤيع ΍لϭήψف.

حΕΎϘϠ من م΍Ϯسم مϭ ΔϔϠΘΨفق بόض ΍لΎόϤييή كϝϮτ  (06ت )سϭ ΍Ϊ ليس ΍عΎρΎΒΘ عϭ ϰϠقع ΍لاخΘيέΎ تحΪي

 Δبيήόل΍ ΔΨδϨل΍ ΕΎϘϠحΎهήμق ϭ  ΪهΎθم ϰϠع ΕΎϘϠلح΍ ء΍ϮΘح΍ϭ ΔيΰيϠΠلإن΍ ΔΨδϨلΎب ΔنέΎϘتمΪδΠΘ ΎϬفي 

 مΎψه΍ ήلاخΘلافين ΍لΎϘΜفي ΍ϭلΪيϨي.

ΔيϠلأص΍ خδϨل΍ ϭ ΓέΎΘΨϤل΍ ΕΎϘϠلح΍ ΕΎϤجήبين ت ΕΎنέΎϘيت مήج΃  ΔϤجήΘل΍ ϰϠع ΔنέΎϘϤل΍ في ΩΎϤΘلاع΍  تم ϭ

΍لحήفيΔ ل΍ ΔΨδϨϠلإنϠΠيΰيΔ بΎعέΎΒΘهΎ شΎه΍Ϊ عϰϠ مρ΍Ϯن ΍لحάف.  ϭ تم ΍لϮقϮف عϰϠ مρ΍Ϯن ΍لحάف 

ϭجΕΎϬ نήψ عΎϤϠء ΍لήΘج΍ ΔϤلάϤكΓέϮ في ΍لμϔل ΍لΎδبق،  حيث ΍تπحت   ΍لاعέΎΒΘين بόين ϭάتحϠيΎϬϠ آخ

في ΍لΪبϭ ΔΠϠ نΎΘئϭ ΎϬΠ آثέΎهΎ ع΍ ϰϠلϰϨόϤ ·ضΎفΔ ·لϰ آثέΎهΎ من خلاϝ ه΍ ϩάل΍έΪس΃  Δهم ΃س΍ ΏΎΒلحάف 

.ΔفيΎϘΜل΍ 
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ΔϤاتΨال 

 ΍ήψبي نήόل΍ لمΎόل΍ في ϥϮتήϜل΍ ϡفلا΃ ΪيΪحΘلΎبϭ ϡلأفلا΍ ΔΠϠبΩ ف فيάلح΍ ΔيϤه΃ έΎϬυ· Δس΍έΪل΍ ϩάه ϝϭΎتح

 ΔبϮόضح صϮت ΎϤك ،ϡلأفلا΍ من ωϮϨل΍ ΍άϬل ΪهΎθϤϠل ΔسΎδلح΍ ΔΌϔϠمل لΎόΘل΍ ΔحيΎجم من نήΘϤϠل ΔΒδϨلΎب ήلأم΍

 مع ΍لϔϠΨي΍ ΕΎلΎϘΜفيΔ لϠΘΨϤف ΍لρΎϨϤق ϭ صϮόب΍ ΔلϤحΎفΔψ ع΍ ϰϠلϨص ΍لέΪμϤ في ΍لϔيϠم ΍لΪϤبϠج.

بΒδب ΍لاخΘلاف ΍لΒϜيή بين ΍لΎόلϤين )΍لήόبي ΍ ϭلغήبي( يΘδحيل ΃حيΎن΍ ΎلϜΘييف في ΍لιϮμϨ فيΘم ΍لϮΠϠء 

ϰϨόϤل΍ ΓΎع΍ήف مع مάلح΍ ϰل·  ϡΎόل΍.  έϮلأم΍ من ΔΠϠبΪل΍ ف فيάلح΍ ϥ΃ Δس΍έΪل΍ ϩάه ϝين من خلاΒت Ϊقϭ

 ϭΫ Ρسلا ΔΠϠبΪل΍ ϥ΃ ΎϨين لΒت ΎϤه. كΘفΎϘث ϭ يϘϠΘϤل΍ ΔيΠلϮيΪي· ϰϠع υΎϔحϠل ΎϬϨء عΎϨغΘلاس΍ نϜϤي لا يΘل΍

 "ΎϨتΎظ لغϔتح ΔΠϠبΪل΍ ϥ· " ΎϨϠق ΍ΫΈني. فΎΜل΍ Ϊلح΍ هόΒتϭ لا· ϝϭلأ΍ ϩΪح ΪϤلغ΍ من ήϬθين، لا ي ΪبحΠي  ϥ΃

άك ήكάΘلك " ن ϥ΃ ظϔيح ΔΠϠبΪل΍ ف  فيάلح΍ ϥ· " ΎϨϠق ΍Ϋ·ϭ ،"ΎϨفي Ϊح΍ϭ ϱ΄يب كήلغ΍ ϯήن ΎϨϠόΠت ΔΠϠبΪل΍

 ."Ύنήغي ΔفΎϘل ثϬΠن ΎϨϠόΠي ΔΠϠبΪل΍ ف فيάلح΍ ϥ΃ "  ϰδϨلا ن ϥ΃ بΠفي "ΎϨفΎϘث    

ϭقΪ تΒين لΎϨ منن خنلاϝ هن΍ ΍άلΒحنث ΍έΩ ϥ΃سن΍ ΕΎلήΘجϤن΍ ΔلδنόϤي΍ ΔلμΒنήيΔ لنم تϨنل حπن΍ϭ Ύفن΍ή فني ΍لόنΎلم 

 Δبينήόل΍ ΩلاΒلن΍ تهΪϬشن ϱάلن΍ لإعلامني΍ ΡΎنΘϔلان΍ غنمέ بنيήόل΍ لمΎόل΍ في ΔϠيΌض ϝ΍ΰلا ت ΎϬΘسέΎϤم ϭ بيήلغ΍

 .ϡήμϨϤل΍ ϥήϘل΍ من ΕΎيϨيόδΘل΍ ئل΍ϭ΃ άϨم 

 ع تم ΍سΝΎΘϨΘ مΎ يϠي:ϭ من خلاϝ ه΍ ΍άلΒحث ΍ل΍ϮΘϤض

- ΍ ΏΎΒلأس΍ من ΔفيΎϘΜل΍ل.ΔϤجήΘل΍ ف فيάحϠل Δيδئيή 

-  έΎيΘخ΍ ϭ .ΔيήμΒل΍ ΔيόϤδل΍ Ω΍ϮϤل΍ ΔϤجήء تΎϨث΃ فάحϠل ϕήρ ΓΪع ϙΎϨله΍ ΔϘيήτ ϥϮϜي ΔΒسΎϨϤل΍

 ϭفق عΓΪ مΎόييϭ .ήمن بين تϠك ΍لحΎلاΕ نάكή مΎيϠي:

 ΍لحάف ΍لΰΠئي: .1

΃ . ϥΎك ΍Ϋ· ΓέϮμل΍ ϰϠع υΎϔلح΍ مع ΕΎϤϠϜل΍ فάح .ΎϨϜϤم ΔفϭάحϤل΍ ΕΎϤϠϜل΍ ϝ΍ΪΒΘس΍ 

Ώ . )ΔΌيάΒل΍ ΪδΠل΍ ΕΎكήط ) كحϘف ΓέϮμل΍ فάعن  ح ΓέΎΒع ΔيόϤδل΍ ΓΎϨϘل΍ نتΎك ΍Ϋ·

 .΍لأفϭ έΎϜ تΎϤسΎϬϜ تδϠδل΍لϭ ϰϨόϤ  ضϮضΎء ϭ΃ مϮسيϰϘ عΎبΓή لا تΆثή في 

Ε .  ΔفΎϘيلا  في ثμϔتϭ ΔϠϤفض جήي Ύم ϰϠع ϥΎيϮΘتح ΎΘنΎك ϥ· Ύόم ΕϮμل΍ ϭ  ΓέϮμل΍ فάح

 ΍لϘϠΘϤي.

2.  έάόت ΔلΎي في حϠϜل΍ فάلح΍ئيΰΠل΍ فάلح΍، ΃ϱ  في ϝلاΘخ΍ ϰئي ·لΰΠل΍ فάلح΍ ϯΩ΃ ΍Ϋ·

 ϰϨόϤل΍.مه΍Ϊόن΍ ϰل· ϭ΃       

- .Δيحيέ΃ ήΜب΄ك ΔΠϠبΪϤل΍ مج΍ήΒل΍ ΔόبΎΘϤب ΔψفΎحϤل΍ ΕΎόϤΘΠϤϠف لάلح΍ حϤδي 

- ΎϬيϠيه عϠϤت Ύفق مϭ ήيδت Δيϔخ ϯϮق ΔϨهيέ ΔبΎقήل΍ لت΍ί لا .)ΕΎΠΘϨϤل΍ ϮϜلΎمϭ لينϮϤϤلΎك ( 
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΍ ΕلΘي ήρحت ϭ ϭΎفق مΎ تΒين لΎϨ من خلا΍ ϝلΘحϠيل ΍لΰΠϨϤ في ΍لΰΠء ΍لΒτΘيϘي، نΠيب عن ΍لإشΎϜلي

  في ب΍Ϊي΍ ΔلΒحث فيΎϤ يϠي:  

من ΍لμحيح ΍ ϥ΃لحάف يΆثή ع΍ ϰϠلϮϤثϮقي΍ ϭ ΔلأصΎل΍ ΔلΎΘمΔ لϔϠيϠم، لϜن έغم Ϋلك، ϭ بΒδب  -

ΪهΎθϤل΍ ضόب ήيήϤت ΔلΎحΘس΍  ن معϜل ΎϬفάمن ح έήلا ض ،ΕΎفΎϘΜل΍ ضόفي ب Ε΍έΎΒόل΍ ϭ

.ΎϬلΎμي· Ω΍ήϤل΍ ΔلΎسήل΍ ϰϠع ΔψفΎحϤل΍ 

لن ي΍ ϱΩΆلحάف بΎلΓέϭήπ ·لϰ ·عΎτء ϭجΔϬ ن΍ ήψخ΍ΰΘليΔ عن ثΎϘفΔ مΎ، بل سيΘم فϘط حάف  -

يϬϔم ج΍ έϮϬϤلϨص ΍لΪϬΘδϤف ΍لغΎيΔ من ΍لحάف ϱ΃ لϡΪό  ي΍لΎϨόص΍ ήلغي΍ ήلأخلاقيϭ ، ΔبΎلΎΘل

 ت΍Ϯفق ΍لϨص ΍لέΪμϤ مع ثΎϘفΘه.

  ϥ΄ب ΔϠئΎϘل΍ Δضيήϔل΍ عمΪنϭ ΪكΆبه ن ϭ ϡΩΎμم تϬϠبΎق ΎϤϨي΃ فάلح΍ ΔيΠت΍ήΘس· ϰل· ϥϮΌΠϠي ϥϮΠϠبΪϤل΍

:Δلآتي΍ ΏΎΒلك للأسΫ ϭ .فيΎϘث 

 ΍لϤحϯϮΘ غي΍ ήلأخلاقي -

 ΍لاجΎϤΘعيΔ.لغ΍ Δل΍ ΪδΠلΘي ت΍ ϕήΨلϘيم  -

 ϠΜϤϠي΍ ΔلδϨΠيΔ. لحϱϮ ·يحΎءΕ΍  ت΍لϱά هΎθϤΎ Ϊلك  ΪيϨي΍Δل΍ Ε΍ΪϘΘόϤل -

 :ΔنيΎΜل΍ Δضيήϔل΍ ΎϬن΃ νήΘϔي ϭ ήلآخ΍ ΔفΎϘعن ث ΔيϘيϘح ήغي ΓέϮي صτόف يάلح΍ ϥ΃ عمΰي–  ϥϭΪب

΍لήόΘف عϰϠ مΎψهή ثΎϘف΍ Δلآخή من م΄كل ϭ مΒϠس ϭ بΎلήغم من ΃هϤيΔ  ،تϯΪόΘ عϰϠ ثΎϘف΍ ΔلϘϠΘϤي -حάف

Έف ،ΪليΎϘتϭ Ε΍ΩΎعϭΎϨلا م Γέϭήض ΎنΎحي΃ )يϠϜل΍ ϭ΃ ئيΰΠل΍( فάلح΍ ϰء ·لϮΠϠل΍ ϥ ضόفي ب ΎϬϨم ι

 νήόي تΘل΍ مج΍ήΒل΍لمΎόل  Γء΍ήΒل΍ ϱϮΘي تحΘل΍ ϭ ϭ ϰفΎϨΘي Ύم ϰϠيم  عϘل΍  Δلأخلاقي΍ .ΎϬيϠع ϥϮϠΒΠي يΘل΍ ϭ

έήلا ضϭ ήلك فلا ضيΫ خلاف Ύه مϨم . 

 

 



Abstract                                                                                                                                               

This study attempts to investigate the strategy of Omission in the process of dubbing in audiovisual 

translation. AVT allows sharing culture variation around the globe; however, the translator might be 

obligated to omit to avoid local misunderstandings. For this reason, we hypothesized that omission as 

a reliable strategy is always used whenever there is a conflict between the two audience’s cultures. To 

validate this view , we opted for a comparative analytic method whereby we compare between the 

original English episodes of the corpus we have chosen “ The Amazing World of Gumball” and its 

dubbed version in Arabic in order to identify the various forms of omissions and investigate the 

motives of omission. The results show that omission is a strategy that sometimes is applied as a must 

when there is such as contradicting cultural views that may violate the receiver’s space.  

Key words: culture, audiovisual translation, dubbing, omission   

                                                                                                                                                    الملخص

في ميΪاϥ السϤعي الϱήμΒ. تتيح التήجΔϤ السϤعيΔ  من إستήاتجياΕ التήجΔϤ في عϤليΔ الΪبلجΔفي ϭاحΓΪتΪϬف هϩά الέΪاسΔ إلϰ الΒحث 

 ΕاέاΒالع ϭأ ΪشاهϤف بعض الάح ϰا علήΒسه مجϔجم نήتϤال Ϊلك يجΫ غمέ ،ΓέϮϤعϤفي أنحاء ال Δالثقافي Εالاختلافا Δكέمشا ΔيήμΒال

افتي الϭ έΪμϤ الΪϬف. ϭ لϨثΒت لتجϨب سϮء الϬϔم. ϭلάϬا السΒب افتήضϨا أϥ الحάف هϮ الإستήاتيجيΔ الϤعتΓΪϤ أيϤϨا ϭجΪ تϨاίع بين ثق

ϥέقاϤج التحليلي الϬϨϤنا الΪϤا إليه، اعتϨΒهΫ سلسل  ماϤلل ΔبلجΪϤال Δبيήالع ΔسخϨال ϭ Δالإنجليزي Δباللغ Δالأصلي Εنا بين الحلقاέحيث قا

ه. ϭقΪ بيϨت الϨتائج ب΄ϥ أسΒاب ϭ الΒحث في الϱά اختήناϭ ،ϩ الϤعϥϮϨ بـ "عالم غامϝϮΒ الΪϤهش" بغيΔ الϮقϮف علϰ مختلف أشϜاϝ الحάف

 قΪ يϥϮϜ ضΓέϭή أيϤϨا ϭجΪ تعاνέ بين الϯ΅ή الثقافيϭ Δ الϱά من ش΄نه أϥ يختϕή محيط الϤتلقي. اللجϮء إلϰ الحάف

Δالمفتاحي Εف.: الكلماάالح ،ΔبلجΪال ،ΔيήμΒال ΔعيϤالس ΔϤجήالت ،Δالثقاف 

Résumé                                                                                                                                                     

Cette étude a pour but la recherche dans l’une des stratégies de la traduction dans une opération de 

doublage dans le domaine de l’audiovisuel : La traduction audiovisuelle permet à la contribution des 

différences culturelles à travers le monde. Malgré cela, le traducteur se trouve obligé de supprimer 

quelques scènes ou expressions afin d’éviter toute mauvaise compréhension. C’est pour cette raison 

qu’on suppose que la suppression est la stratégie acceptée lors de tout litige entre la culture de 

l’exportateur et le but recherché. Et pour confirmer notre point de vue, nous nous sommes basés sur le 

style de l’analyse compérative ce à quoi nous avons comparé entre les séquences originales en langue 

anglaise et la version doublée en arabe pour le programme qu’on a choisi intitulé ‘’ L’incroyable 

monde de GUEMBALL ‘’ dans l’objectif de s’interesser aux différentes formes de suppressions et de 

rechercher leurs causes. Et les résultats ont démontré que le choix de la suppression pourrait être 

indispensable dans le cas de l’existence de divergences entre les points de vues culturels ce qui peut 

transpercer le champ du receveur. 

Mots clés: la culture, la traduction audiovisuel, le doublage, l’omission  

 


