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Introduction 

The following paper revolves around the process of Audio-visual translation from 

Trinidadian English Creole into Italian of the short film “Doubles with Slight Pepper” shot 

in 2011 in San Fernando (Trinidad and Tobago), written by Ian Harnarine and executive-

produced by Spike Lee. The plot centres around a young doubles’ vendor (Dhani) whose 

father (Ragbir) flew away to Canada in search for glory, ditching his family with a 

miserable doubles’ stand. The story develops from Ragbir’s return and his apparently 

unselfish attempt to regain trustworthiness within the family context, though, as the plot 

unrolls, an underlying second aim comes to surface. Due to cultural and geographic 

distance the real translation will ask for a thorough process of analysis so as to cast light on 

obscure Trinidadian’s culture-bound elements. Italian viewers may feel uneasy with some 

key concepts exploited by the director, and thus miss shades of meaning that are critical to 

the full understanding of the short-film. In “Doubles with Slight Pepper”, viewers are faced 

with “culture bumps”, that are instances where an individual from a foreign culture finds 

himself unable to grasp a cultural reference or behaviour. As a matter of fact, the title itself 

contains a word referring to a popular delicacy in Trinidad and Tobago - the place where it 

was invented -  that is not likely to belong to Italian viewers’ encyclopaedic knowledge. 

Now, being the paramount aim of the subtitler that of mediating between cultures and put 

them in contact, though aware of the fact that something gets inevitably lost, such a central 

cultural reference in the short-film can neither be ignored, nor, in my opinion, manipulated. 

In fact, as many scholars in the field of Translation Studies remark, cultural references 

should cross cultural, national and linguistic borders untouched, otherwise the text would 

be denaturalized and would lose its origins, turning into a product of mere entertainment 

deprived of cultural stimulus. This way translation fails to perform its ultimate role and 

turns into a dull device where languages as “codes” encounter, just like an online 

automatic-translator. In this respect, Multimodal analysis together with a thorough 

investigation into Trinidad and Tobago Cultural background and Trinidad English Creole 

evolution will be attempted, so as to step towards a better understanding and transposition 

of the short-film. All this will require a wide exploitation of both Kress and van Leween’s 

teachings and Schneider’s  model on Creole evolution as well. The former, are necessary to 

grasp what techniques Ian Harnarine relied on to convey the deep sense of his product, 

whereas the latter represents a renown and universal model that applies to any English 

creoles. However, as it will be shown, Trinidadian English Creole followed a slightly 
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different path due to unique populating dynamics. In order to analyse the final product 

properly and show the inexperienced viewer the reasons underneath translation choices, the 

actual translation will be preceded by an introduction to the world of Audiovisual 

translation and Subtitling in particular. The final product will finally be analysed according 

to Pedersen’s teachings mainly, notwithstanding his translation strategies for ECRs will 

prove useful to our aim until a certain point, where a new development to suit the 

Trinidadian context will be needed. As a result, a new model including “Hybrid Extra-

linguistic Culture-bound elements” will be put forward and applied to the translation 

process. A widening of the field of Semantic prosody into that of Multimodal prosody by 

taking into account the short-film soundtrack – Parang - will be attempted once the 

primary aim represented by subtitling is achieved.  
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1. Insight into “Doubles with Slight Pepper” 

1.1 The plot, the cast and its unexpected success 

 

“Through the humble but moving story of a family in crisis, 

this film expresses truths that resonate in Canada and around 

the world. It is the debut of an exciting new voice from whom 

we hope to see a great deal more.” 

 

(Toronto International Film Festival Jury) 

 

 
Figura 1 www.doubleswithslightpepper.com 

With just 15 minutes and 54 seconds long, “Doubles with Slight Pepper” has impressed 

film critics worldwide and shook up filmmaking industry in Trinidad and Tobago. Written 

and directed by Ian Harnarine, the short-film, set during Christmas time, relates a story 

about a father, Ragbir, returning from Toronto to the son Dhani, a young doubles’ vendor, 

he abandoned years earlier with his mother, Sumintra, in San Fernando. Dhani, who is 

frustrated with his way of living, is resentful and wants nothing to do with him, until 

Ragbir reveals he is suffering from a rare illness and needs Dhani as a donor for a blood 

transfusion that may help him survive. As a consequence, father and son are forced to face 

their past and their strained relationship once and for all. The film - that was Harnarine’s 

thesis film at New York University's prestigious film school - was starred by Errol Sitahal 

http://vimeo.com/41997098
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(Ragbir), Sanjib Boodhu (Dhani) and Susan Abraham-Hannays (Sumintra) that “offer one 

of the best portraits of a fractured family in recent memory”
1
, and exec-produced by two-

time Academy Award nominee and Ian’s teacher, Spike Lee. “Doubles”’ writer and 

producer, Ian Harnarine, was acknowledged by Filmmaker Magazine as one of the 25 New 

Faces of Independent Film, while many International recognitions came soon after the 

release of the short-film, among which: “Best live action short drama” of the Canadian 

Academy awards; “Best Canadian short film” at the Toronto International Film Festival 

and the “Spike Lee Production Fund Award”. In these occasions, juries’ reviews have 

always been tip-top so pushing “Doubles” beyond the Canadian boundaries: 

I really enjoyed the start and the end (which echoed the start) but found this short felt like a visual 

treatment for a feature film. After the first act, we were left wanting more, but it didn’t turn up. Had 

this been a feature it may have been more enjoyable, but for now Doubles With Slight Pepper felt like 

a good first step towards something more extensive.
2
 

 

1.2 The mind behind “Doubles”: Ian Harnarine 

Ian Harnarine was born and grew up in Toronto where he attained a bachelor’s degree in 

Physics and Astronomy at York University, and then moved to Chicago, where he attended 

and completed a Master course on Nuclear Physics at University of Illinois. Subsequently 

he enrolled at NYU’s Graduate Film School where he concluded his studies with his 

dissertation project named “Doubles with Slight Pepper”. Though the shift to filmmaking 

might seem inexplicable, he revealed in a recent interview that his early interest in 

filmmaking was frozen up when he was granted a scholarship to go into science, and 

finally re-bloomed on acknowledgement that he was not really loving what he was doing:
3
 

I realized, I don’t really love this as much as everyone else around me loves it. It was actually a pretty 

smooth transition […] It was a matter of taking the thing you want to say in your mind or in your heart 

and trying to communicate it to people.
4
 

 
 The years he spent at NYU’s Graduate Film School enabled him to establish a 

professional relationship with one of his teachers, Spike Lee, that executive-produced 

“Doubles” and engaged Ian in the writing of the film Time Traveler, based on Ronald 

                                                 
 1 https://www.nowtoronto.com/guides/tiff/2011/story.cfm?content=182602 (last accessed on 26/05/14) 

 2 http://www.gaspachofilms.com/eng/press20111001.pdf (last accessed on 26/05/14) 

 3 http://filmmakermagazine.com/people/ian-harnarine/#.U4x2qvl_sSM (last accessed on 26/05/14) 

 4 http://filmmakermagazine.com/people/ian-harnarine/#.U4x2qvl_sSM (last accessed on 26/05/14) 

https://www.nowtoronto.com/guides/tiff/2011/story.cfm?content=182602
https://www.nowtoronto.com/guides/tiff/2011/story.cfm?content=182602
http://filmmakermagazine.com/people/ian-harnarine/
http://filmmakermagazine.com/people/ian-harnarine/
https://www.nowtoronto.com/guides/tiff/2011/story.cfm?content=182602
http://www.gaspachofilms.com/eng/press20111001.pdf
http://filmmakermagazine.com/people/ian-harnarine/#.U4x2qvl_sSM
http://filmmakermagazine.com/people/ian-harnarine/#.U4x2qvl_sSM
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Mallet’s book. In the following excerpt from an interview, Ian Harnarine describes how the 

relation with his teacher developed: 

I got the writing job before I did [Doubles], so I had a good rapport with him already. He was always 

willing to look at drafts of the film and offer comments. He was always very supportive and very 

giving of his time, which he’s done for a lot of people. I’ve never known someone who gives of 

himself the way Spike does.
5
 

While carrying on his filmmaking activity, he now teaches at NYU’s Graduate Film 

School along with the Physics Department
6
 and is gearing up for shooting the feature-

length version of “Doubles” once enough money is raised. 
7
 

  

1.3 Inspiration and real life resonances 

As Ian Harnarine himself remarked in newspapers and magazines’ interviews, inspiration 

for the film heavily resents from his family life experience and his condition as a man “in-

between” cultures. The producer dealt with a critical situation when he got to know his 

father was ill and was incapable of recognizing him, thus leading him to re-think the 

criteria of a father-son relationship and transpose them onto the screen. 

Doubles With Slight Pepper is not an autobiographical story, but it was conceived during the recent 

experience of my Father’s terminal illness. In the latter days of his life, he became a person that was 

completely different from the man that I knew. It was like meeting a stranger for the first time. I began 

to wonder what it would have been like to have never known a Father until his final days. Is there an 

intrinsic affinity between a Father and Son that cannot be destroyed? What could test this 

fundamentally human relationship? These questions inspired me as I investigated the dynamic 

between Father and Son.
8
 

In particular, the desire to make sense of his own father-son relationship, along with  an 

overturn of the stereotyped portrait of the migrant, lies at the very foundation of the story 

behind “Doubles” 

                                                 
 5 http://filmmakermagazine.com/people/ian-harnarine/#.U4x2qvl_sSM (last accessed on 26/05/14) 

 6 http://www.doubleswithslightpepper.com/crew/ (last accessed on 26/05/14) 

 7 http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-

 short-shouts (last accessed on 26/05/14) 

 8 http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-

 short-shouts (last accessed on 26/05/14) 

http://filmmakermagazine.com/people/ian-harnarine/#.U4x2qvl_sSM
http://www.doubleswithslightpepper.com/crew/
http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-%09short-shouts
http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-%09short-shouts
http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-%09short-shouts
http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-%09short-shouts
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I also wanted to challenge the clichés of the standard immigrant story, by having a character that has 

failed in his new country and returned home. The film is set on the Caribbean island of Trinidad – my 

familial home. Even though the country boasts a distinctive food, language and music, it is my hope 

that the emotions of the film resonate with a universal audience. Above all, the movie is a tribute to 

my Father, who passed away before he could see it.
9
 

. 

1.4 Analysis  

The short-film relies on a range of hybrid elements that do not collocate on a mono-

cultural level. These are the soundtrack, the ethnicity and the religion, here analysed to 

shed light on Trinidadian traditional cultural aspects. 

 

1.4.1 The Soundtrack: Parang 

At the very beginning of the film, before the first scene is even screened, a music starts and 

goes along with Dhani’s ride to the marketplace where he is going to find an unexpected 

surprise. This proves both the fundamental role music plays in Trinidadians daily life and 

the significance it is given in the film. Familiarity with Trinidadian culture would enable 

the viewer to predict right away what time of the year the story is set, for this type of 

music, named Parang, is commonly played in Christmas time. Nevertheless, certain 

festival and cerimonies like Santa Rosa Festival, the velorio del cruz and the Sebucan 

Festival see the participation of Parang musicians. The term is the Trinidadian 

interpretation of the Spanish word Parranda - literally meaning spree - and does denote 

both the action of merrymaking and groups of carousers as well. The term has entered 

Trinidadian English Creole, frequently used in the expression “to go paranging” from the 

Spanish correspondent andar de parranda, meaning “liming” or just enjoying oneself 

drinking, dancing, eating etc. (Moodie-Kublalsingh 1994, 65-66) as evident from the 

following quotation. 

                                                 
 9 http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-

 short-shouts (last accessed on 26/05/14) 

http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-%09short-shouts
http://blogs.indiewire.com/shadowandact/watch-ian-harnarines-award-winning-doubles-with-slight-pepper-%09short-shouts
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The local revelry that is parang is the visiting of merrymakers to the homes of family, friends or 

patrons to sing songs in Spanish to the accompaniment of certain musical instruments; usually, the 

guitar, the cuatro, the maracas or chac-chacs, the mandolin, the bandolin, the violin and the bandola 

and sometimes the cello.  There is also dancing and the eating and drinking of fare appropriate for 

festivity. (Taylor 1977, 15)  

Moving to a more technical side, Parang includes a wide variety of “core-instruments” - 

cuatro guitar, violin, mandolin, bandolin, box bass or string bass, electric bass, maracas, 

wood block - plus a range of replacing ones, in case of adaptation to a play or a show. As 

for lyrics, since earlier Parang musicians came prevalently from Venezuela, they are 

mostly written in Spanish. The choice of Parang as Soundtrack has been legitimized by the 

same Ian Harnarine in one of the answers to the interview I conducted by e-mail:  

I chose the music to be Parang, because once again it's a very unique part of Trinidad culture . The 

music is a very unique part of Trinidad culture. It's a style of music called "Parang" and it is in 

Spanish. The interesting thing is that it's ONLY played around Christmas time. Most of the lyrics 

in this style of music are usually based on Christ or other Christian themes. The lyrics are 

traditionally in Spanish because the musicians were usually from Venezuela (Trinidad is a few 

miles from Venezuela if you look geographically).  

 

Thus, Parang cultural value is widely recognised and shared by Trinidadians who refer to 

it as one of the few aspects uniquely Trinidadians.  

 

1.4.2 The Ethnicity 

The fact that Dhani first refers to himself as a brahmin and then shifts to coolie few 

seconds later witnesses his and his family’s Indian origin. As a matter of fact, Trinidad and 

Tobago is inhabited prevalently by African-Trinidadians and Indian-Trinidadians, who, 

though  sharing a past of common grief, have not mingled together. Dhani - just like 

Ragbir and Sumintra - represents an hybrid identity who is embedded in an alien context. 

Ragbir, who has experienced life in Canada is an hybrid identity on a higher degree. 

Salman Rushdie, an Indian writer who moved to Britain in youth, referred to himself as an 

“in-betweener”, an expression permeated with the positive connotation of someone who is 

enabled to look from a critical distance to both cultures. Conversely, in the Trinidadian 

context, descendants of Indian migrants have never known their motherland and often tend 

to idealize it, considering themselves Indian first and Trinidadians next, adhering 

obsessively to old Indian customs and traditions as well as new fashion trends, music and 

dance. This issue will be analysed in depth in the chapter devoted to ECRs.  
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1.4.3 The Religion 

As it was maintained, Parang is mainly played in Christmas time in Trinidad and Tobago, 

and as a consequence, unprepared viewers deduce Christianity is a widely practiced 

religion in the country. What may seem improbable, and actually is not, is the fact that the 

number of Christians in Trinidad and Tobago is the largest present on the whole nation as 

we can notice from the graphic below. In the short film, anyway, we are not given any 

clues about Dhani’s religious belonging and the fact he dresses a Santa Clause’s suit may 

just be a commercial device put to use by a foxy doubles’ vendor. 

 

Figura 2 Largest Religious groups - Photo Credit: Associations of Religious Data Archives 

An inquisitive European viewer would wonder what an Indian-looking guy is doing 

dressed as Santa Clause, but, failing a thorough knowledge of that culture, he will not ever 

grasp that the short film is set in a tropical and developing country where Christianity is the 

most widely spread religion. 

 

1.5 Dhani’s Interiority 

From a Caribbean viewpoint the work exemplifies the sense of hopelessness and alienation 

often experienced by post-colonial subjects in Trinidad and Tobago and throughout the 

Caribbean, as well as in other countries, once subdued to the terrific of colonialism. 

What the viewer is stricken by, is the negative perception of selfhood that pervades 

the whole story and provides it a framework centred around Dhani - with his thoughts and 

concerns - who is presented as a stereotype of his ethnic group. As a matter of fact, 
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Caribbean viewers can readily identify with the feelings spread through Dhani’s expressive 

body language, and his conflicting emotions towards he himself and his father Ragbir 

returning from Toronto after his failure. 

The reiteration of the initial thoughts of inferiority and subjugation towards others 

and English people in particular, closes this infamous Doubles-shaped circle where Dhani 

finds himself definitely embedded in. From the beginning to the end everything is left 

unaltered, with the happenings related in the film ending up being a short interval between 

two coinciding moments indeed, as though whatever happens cannot ever change the way 

things are. Furthermore, such endearing terms like “son” or “Pa” are not mentioned until 

halfway reconciliation when Ragbir pours his heart out about his illness, contributing to 

enhancing the sense of precariousness pervading those 15 minutes. However, intense but 

short moments like Christmas’ celebration and the revelation of the secret ingredient, 

disclose a shared joy, relieve tensions and highlight Caribbean multiculturalism. As I said 

above, this relief is soon followed by a return to the sense of frustration when Dhani’s 

blood is found incompatible to his father’s, pulling him down to his powerlessness still 

enhanced by the final reiteration of his initial thoughts. 

 

Initial monologue: 

Dhani: I am a 104th generation Brahmin. 

That's a lie. 

I come from a long line of poor and stupid coolies. 

I work under the blazing hot sun for donkey years. 

Yeah man. 

That's me. 

 

Final monologue: 

Dhani: I am a 104th generation Brahmin. 

That's a lie. 

I come from a long line of poor and stupid coolies. 

They work under the blazing hot sun for donkey years, 

making English man rich rich. 

They make children that do the same thing. 

That's me. 
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The monologues above stem from his condition that is made even clearer in this 

excerpt from a Ian Harnarine interview at the Trinidad and Tobago Film Festival: 

This is just the history of Indo-Caribbeans, right? I think that this character particularly believes, 

aspires to be something much greater but the reality of his background is that the poorest people from 

India came down here. We really do come from a long line of really poor people. And sure, a lot of us 

have done great things, but we can’t forget that. And it’s also about colonialism, and why we’re here. 

And so all those lines are talking about that. When the film screens for a Caribbean audience that 

knows what these words are and the history, at the beginning people laugh throughout the entirety of 

that monologue, people think it’s really, really funny. By the end when it’s repeated, nobody’s 

laughing at all. And that’s great, to me that was the whole point.
10

 

Thus, in the final monologue by saying “English man”, the author addresses a critique to 

colonialism as one of the factors that impacted on Indian migrants’ lives. Dhani’s aspiration is 

inhibited by his social status that derives from generations of subjugation and misuse by 

colonialists: you cannot change who you are any time now. The following image portrays 

Dhani inner state’s evolution throughout the short film from the very beginning to the end 

both coinciding with the monologues. The perception of the words in the monologues, even 

though  presenting few variations, as Ian Harnarine remarked, changes to such an extent that 

the audience pass from the initial laughter to the final empathy and dejection. 

 

                                                 
 10 http://www.ttfilmfestival.com/2014/02/filmmaker-focus-ian-harnarine/ (last accessed on 28/05/14) 

http://www.ttfilmfestival.com/2014/02/filmmaker-focus-ian-harnarine/
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The states of being featured in the chart results from Dhani’s attitude towards life and his 

father primarily. A thorough interpretation of this chart will be attempted in the next 

chapter by way of a multimodal analysis.  

  

Tension 
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2. Multimodal Analysis of “Doubles with Slight Pepper” 

2.1 Multimodality: creating a different kind of meaning 

Nowadays, technology has massively affected people's lives in the Western World and is 

about to “swallow” the rest of it. Our vision of the world, our lifestyles, our perception of 

the “other” have been transformed by “magic” tools to such an extent that we are reluctant 

to leave, if our smartphone is out of power, and to stay, if our Plasma is out of order. That 

is because we need to access multimedia products, such as films and videogames, that have 

substituted printed texts and make us feel we are living our life to the fullest. Nevertheless, 

The desirability of this products is far higher in leisure and entertainment than schools and 

universities as it is highlighted by Glyinda A Hull and Mark Evan Nelson, who, on the 

contrary, believe in the great potential of multi-modal products for educational purposes: 

It's no exaggeration to say that most Western societies remain print dominated […] This is especially 

true of schools and universities, which are staunchly logo centric, book centred, and essay driven[...] 

Several recent and important policy documents illustrate how easy is to exclude digital multimodality 

when addressing issues of literacy and literature and how natural it is to think in term old print based, 

unimodal texts. […] We believe that the increasingly multiplex ways in which people can make 

meaning in the world […] can potentially represent a democratizing force whereby the views and 

values of more people than ever before can be incorporated into the ever-changing design of our 

world. We hope to suggest, then that the new media that afford multi-modal composing might 

helpfully be viewed not as a threat to or impoverishment of the print based canon or traditional means 

of composing but rather as an opportunity to contribute a newly invigorated literate tradition and 

enrich available means of signification (Hull, Nelson 2005) 

But what is a multimodal text? How is it different from a printed text? What are its 

advantages? All these questions find and exhaustive answer in the the following excerpt 

from Glyinda A Hull and Mark Evan Nelson's essay: 

A multimodal text is not simply an additive art whereby images, words, and music, by virtue of being 

juxtaposed, increase the meaning-making potential of a text. Rather than […] through a process of 

braiding (Mitchell, 2004) or orchestration (Kress and van Leeuwen,2001), a multimodal text can 

create a different system of signification, one that transcends the collective contribution of its 

constituent parts. More simply put, multimodality can afford, not just a new way to make meaning, 

but a different kind of meaning (Hull, Nelson 2005). 

Then, Multimodal Discourse Analysis (MDA) is a discourse investigation in which two or 

more semiotic modes interact to construe meaning (Baldry 2000). Within this context, the 

term “discourse” includes any form of semiotic activity - language, non-verbal 

communication and visual images (Chouliaraki, Fairclough 1999). MDA was developed 

only in the last decades by the union of Halliday’s linguistic studies on the word-power 

and Kress & Van Leeuwen’s studies on images, but, as Glynda A. Hull and Mark Evan 

Nelson (2005)  remark in their essay: “Multimodality has ancient and deep roots in cultural 
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practices the world over and that multimodality is in fact what distinguishes human 

communication”. 

A culture expresses itself producing texts, and, at the same time, these texts shape a 

culture: this is the SFL paradigm. Systemic functional linguistics (Hallyday 1985) studies 

texts in order to understand the functions of language in a culture and how the social 

environment influences it in return. So, according to Halliday, the relationships between 

text and context can be considered as mutual, where both are influenced by each other. 

According to the Systemic Functional Linguistics (SFL) or Hallidayan perspective, we study language 

as a form of behaviour. Of course language is only one of a number of ways of meaning, ways to 

mean, which build a culture or social system. […] Culture, in itself, can be defined as a system of 

interrelated meanings. […] This social semiotic system of meanings is also known as a belief and 

value system. We may also refer to this system as a world view, or cultural paradigm, or ideology. 

(Miller) 

The SFL perspective considers a text as “language that is functional, language that is doing 

some job in some context” and that needs to be encoded and expressed through a system of 

graphic, phonic or visual signs (Miller 2009). The context is defined by Malinowski (1923) 

as “the immediate social and situational environment in which a text is being realized”, 

and, in Halliday's view, it is referred to as “Context of Situation”, which consists of 3 

components - field, tenor and mode - that activate semantic meta-functions of language. 

 

 

 

 

 

 

 

  

 

 

Tenor 

What is going on? How are the meanings 

 being exchanged? 

Who is taking part? 

 

Topics and contents Participants and 

their relationships 

Channel of 

communication 

 

   

Field Mode 
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Kress and Van Leeuwen (1996) have analysed the ways in which an image can be read in 

order to design the position of the viewer. In their work they identified two kinds of 

participants and three kinds of relations which are involved in images: 

Images involve two kinds of participants, represented participants (the people, the places and the 

things depicted in images) and Interactive participants (the people who communicate with each other 

through images, the producers and viewers of images), and three kinds of relations: relations between 

represented participants, relations between interactive and represented participants (the interactive 

participants’ attitudes towards the represented participants); and relations between interactive 

participants (the things interactive participants do to or for each other through images) (Kress, van 

Leewuen 1996). 

Vertical/Horizontal angle, obliqueness and closeness of the represented participants are the 

features analysed to understand the way an image conveys its meaning. 

As we saw in Chapter I, the short-film may undergo variegate interpretations 

stemming from Ian Harnarine’s life, but, beyond doubt, the very point from which 

everything starts and decades is that sense of “Hopelessness” personified by the 

protagonist, Dhani.  

The visual corpus has been selected from the short-film “Doubles with Slight 

Pepper”: it is constituted by 35 pictures illustrating Dhani’s changing moods and attitudes 

towards reality and his father primarily. By way of the MDA, an investigation of the 

circular development of Dhani’s state of being will be attempted; the analysis takes into 

account the scenes representing the gradual transformation of Dhani, so as to cast light on 

the strategies Harnarine exploited to render the feelings of the protagonist, until the final 

return to his initial and perennial condition. The grid below represents a legend of 

acronyms and abbreviations with which a series of frames taken from the film will be 

analysed according to Kress and Van Leuween’s teachings (1996). Frames are reported in 

chronological order and have been gathered up in sequences, each one conveying a specific 

Dhani’s state of being: 

 

1
st
 Sequence (Frame 1) Hopelessness 

2
nd

 S. (Frames 2-8) Indifference 

3
rd

 S. (Frames 9-11) Anger 

4
th

 S. (Frames 12-14) Placation 
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5
th

 S. (Frame 15-16) Anger 

6
th

 S. (Frames 17-18) Inner conflicts 

7
th

 S. (Frame 19-21) Fleeting joy 

8
th

 S. (Frames 25-28) Fear 

9
th 

S. (Frames29-32) Tension 

10
th

 S. (Frames 29-32) Reconciliation 

11
th

 S. (Frames 33-35) Hopelessness 

 

CU Close Up MCU Medium Close-up MD Medium Shot 

OA Oblique Angle FA Frontal Angle BV Back View 

HA High Angle LA Low Angle NP Narrative 

Processes 

Dt Detachment  In Involvement CP Conceptual 

Processes 

S Stereotype SR Sound Reference EL Eye Level 

DS Detail Shot MoS Moving Shot CB Culture Bump 

SS Shading Shot TCR TransCultural 

Reference 

IG Indirect Gaze 

NT Non 

Transactional 

T Transactional LS Long Shot 

MiS Mirror Shot 

Legend for “Doubles” Multimodal Analysis 
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2.1.1 Hopelessness 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

1 

 

Dhani rides to the 

marketplace. 

Dhani: I am a 

104th generation 

Brahmin. 

That's a lie. 

I come from a 

long line of poor 

and stupid 

coolies. 

I work under the 

blazing hot sun 

for donkey years. 

Yeah man. 

That's me. 

 

MS; 

FA; 

IG; 

CP; S; 

SR;  

TCR; 

CB; 

MoS 

The first frame above resumes the first scenes portraying Dhani on his bycicle/stand going 

to the marketplace. The emblem of his inner feelings is the monologue opening the film 

that conceals Dhani’s desire to be someone else, greater in economic importance and on a 

higher step of the social scale. The references to both brahmin and coolies are critical in 

two respects and are functional to the development of Dhani’s personality. First of all they 

highlight his condition as a guy “in-between” his life and his desires, aggravated by the 

fact of being a young man who has been forced to grow faster because of his father’s move 

to Canada. Secondly,  at the very beginning of the film we are already faced with two 

major issues of this work, Transculturality and Culture Bumps that will be analysed 

thoroughly later on. The Medium Shot, very rare throughout the whole short-film, backed 

by the Frontal Angle, is here exploited to introduce the viewer to the physical setting. As a 

matter of fact, Dhani rides on what are probably the outskirts of a town with the track sided 

by nothing but grass. Moreover, while the Medium Shot also sets a distance between us 

and the character, at the same time the Frontal Angle suggests we are not strangers through 

and through, as asserted by Kress and Van Leuween: “The frontal angle says, as it were: 

what you see here is part of your world. Something we are involved with. […] As viewers 

we have no choice but to see these represented participants as they have been depicted” 

(Kress, van Leewuen 1996). So Dhani, featured as a stereotype of the Indian migrant is 

subject to the viewers who can exert control on him. 
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2.1.2 Indifference 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

2 

 

Dhani shows off 

indifference to his 

father. 

Ragbir: How’s 

the doubles 

business going, 

boy? 

Used to be better. 

 

IG; 

CU; 

OA; 

In, 

NP; 

EL: 

BV; 

T; 

 

3 

 

Dhani serves his 

father the delicacy 

and looks straight 

into his eyes. 

Dhani: Six 

dollars. 

 

IG; 

CU; 

OA; 

In, 

NP; 

EL: 

BV; 

T; 

 

4 

 

Ragbir grasps his 

son by his arm. 

Ragbir: You 

don't make me 

out? 

Give me a hug 

up, I've come 

back. 

 

IG; 

CU; 

OA; 

In, 

NP; 

EL: 

BV; 

T; 

 

5 

 

Dhani abruptly 

breaks free from 

him. 

Background noise IG; 

CU; 

OA; 

In, 

NP; 

EL: 

BV; 

T; 

 

6 

 

Ragbir asks for a 

chance. 

Ragbir: Come 

now, man. 

I ain't eat nothing 

all day, boy. 

Dhani: Alright... 

Ragbir: Just, 

just...give me a 

chance. 

Wait...Wait, now 

boy. 

The shops will 

IG; 

CU; 

OA; 

In, 

NP; 

EL: 

BV; 

T; 
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# Visual Frame Context of 

situation 

Sound/Caption MDA 

close soon 

 

7 

 

Dhani walks away 

from his father. 

Background 

sounds – Music 

starts 

BV; 

DS; 

LS; 

In; 

SR; 

SS; 

8 

 

On opening the 

door Dhani 

ascertains Ragbir’s 

presence. 

Sumintra: Look!  

The scamp finally 

come back from 

Canada. 

Talk now now.   

The boy here.  

Talk now. 

 

CU; 

IG; In; 

NP; 

NT; 

Frames 2 and 3 are functional to the understanding of Dhani’s change of attitude at his 

father’s arrival. In frame 2 the Close-Up has the viewer scrutinize the indifference and 

detachment imprinted on his face. In addition, Dhani’s reluctance to raise his gaze might 

be interpreted as the most evident symptom of the hate he harbours for his father.  As soon 

as he looks at him in the eyes, the viewer is enabled to spot the contempt surfacing on 

Dhani’s face. Though viewers overlook the scene from an Oblique perspective, 

involvement is enhanced by alternating close-ups that catapult viewers in the middle of the 

action. Frames 4 and 5 feature Dhani’s reiteration of indifference in his father’s regards. 

By way of the Close-ups on both characters viewers grasp how the characters’ reactions 

differ from each other. As a matter of fact, Ragbir seems excited by the encounter, though 

he is let down at his attempt to grab Dhani’s arm (Frame 6) where, by way of the Back 

View, viewers’ attention is drawn onto Ragbir’s disappointed facial expression. Thus, apart 

from a focus on Dhani’s interiority, this sequence let us glance at Ragbir’s feelings as well. 

In frame 7 we are given an intriguing perspective where father and son seem closer than 

they actually are, that paradoxically increases the sense of distance. The Back View on 

both boosts the viewer’s freedom to overlook the scene, though the Shading Shot on 

Ragbir shifts the attention onto Dhani walking away. By way of this technique viewers are 

supplied with a metaphor of the father-son relation as distant both in space and mind. 

Finally, frame 8 is very explicative of Dhani’s inner feelings. The Detail Shot, in fact, let 

us appreciate the discomfort at watching Ragbir sitting at the same table as his mother. 
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Here Dhani’s body is angled towards the plane of the viewer, while his head is turned 

away from it. Kress and Van Leeuwen's interpretation of this posture is: “although this 

person is part of our world, someone like you and me, we nevertheless offer his or her 

image to you as an object for dispassionate reflection” (Kress, van Leewuen 1996). Thus, 

Dhani’s expression is under the viewers’ eyes for scrutiny: he is bewildered and tries to 

keep his feelings concealed under his skins. 

 

2.1.3 Anger 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

9 

 

Dhani goes 

straight to his 

room without 

saying any words. 

Ragbir: 
I always like your 

cooking, 

Sumintra. 

 

MS; 

S; 

BW; 

T; 

10 

 

Sumintra gets to 

Dhani’s room and 

explains him her 

behaviour’s aim. 

Dhani: Why you 

doin' this? 

Sumintra: He 

needs a place to 

stay for a few 

days. 

Dhani: So? 

Sumintra: So?! 

We use that time 

to get him  

to sign the house 

over to we. 

We have got to 

get him to do that. 

Dhani: He not 

going to do that. 

He's a scamp yes. 

Sumintra: But, 

we need to get the 

land. 

Get what we 

deserve. 

 

BV; 

OA; 

MS; 

NP; T; 



 

 

26 

 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

11 

 

Dhani throws 

venom on Ragbir 

that had been 

trying to establish 

a peaceful relation. 

Dhani: What the 

hell you doing 

here? 

We living like 

you're dead for 

years. 

So just go and 

dead nuh? 

Leave we. 

Ragbir:  I come 

back to make 

things right. 

Dhani: Then sign 

over the house to 

me and Ma. 

Okay. 

Ragbir: Alright. 

No problem. 

  

CU; 

FA; 

OA; 

IG; 

CP; 

NP; T; 

Frame 9 pictures Dhani persisting on his indifference-strategy while Ragbir tries to 

establish a relation with his wife, Sumintra. The general feeling is that Dhani has not been 

conditioned by his father’s return and is determined to keep on ignoring him. The Medium 

Shot provides the viewer a wide portrayal of the context that identifies the stereotyped and 

common image of the traditional happy family, spoilt by a dissociated variable, represented 

by Dhani. In fact, while his parents sit having lunch, he goes straight to his room. In the 

following frame (10), by way of the Back View and the Low Angle, the viewer may tend 

to identify with Dhani who stands at the mercy of his mother’s words pushing him into 

facing his father. In fact, according to Kress and van Leween: 

If a represented participant is seen from a high angle, then the relation between the interactive 

participants and the represented participants is depicted as one in which the interactive participant has 

power over the represented participant – the represented participant is seen from the point of view of 

power. If the represented participant is seen from a low angle, then the relation between the interactive 

and represented participants is depicted as one in which the represented participant has power over the 

interactive participant (Kress, van Leewuen 1996). 

Therefore, what Kress and van Leween claim is that in a multimodal product issues of 

power are strictly dependent on the vertical angle that, not only does govern the relations 

between represented participants, but also those between represented and interactive 

participants. In frame 11 Dhani pours his rage out on Ragbir, whose personality is tapered 

off through the High Angle technique, that, following Kress and van Leween teachings, 

conversely reinforces Dhani’s position. The protagonist now gives vent to his despise 
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toward Ragbir and the viewer can easily infer the hierarchy established between them. The 

first father-son verbal debate is so burning that the average viewer may feel a deep sense of 

Involvement on any parties according to his/her life experience.  

 

2.1.4 Placation 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

12 

 

Dhani makes sure 

Ragbir is not 

lying. 

Dhani: You can't 

go back on your 

word, you know 

Ragbir: Not 

going back. 

Dhani: You're 

sure? 

Ragbir: Yeah. 

CU; 

FA; 

OA; 

IG; 

CP; 

NP; T; 

13 

 

Dhani sits at the 

same table as his 

father and stares at 

him. 

Background noise MS; 

BV; 

FA; 

In; S; 

14 

 

Dhani meets 

Ragbir on the 

threshold of the 

bathroom 

Dhani: Why it so 

easy? 

Ragbir: You 

really want to 

know? 

Dhani: OK. 

Come with me 

tomorrow. 

 

FA; 

IG; 

BV; 

T; 

Frame 12 is pretty much like frame 11 if it was not for a little detail: Dhani’s facial 

expression. Throughout the whole film, focuses on the protagonist’s facial expressions - 

the mirror of his inner feelings - come up frequently as evidence of the greater significance 

psychological interiority is given in comparison to external events. Ragbir’s face is more 

shaded than the frame before, thus inducing the viewer to shift almost automatically to 

Dhani who still looks at his father from a superior position. A general feeling of placation 

pervades the viewer by way of the Medium Shot that let us appreciate the reestablishment 
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of the stereotyped traditional familial portrait notwithstanding a partial lack of harmony. 

Like Sumintra and Dhani who stare at Ragbir, the viewer’s attention is directed to the 

man’s potential next move. In fact, the Back View on them draws our attention to Ragbir 

portrayed from a frontal perspective. In frame 14, a new father-son encounter occurs, this 

time on the threshold of the bathroom and in a more relaxed atmosphere. Though Dhani 

appears distinctly from a medium distance, Ragbir’s figure is immersed into darkness and 

shaded to the point the viewer can hardly make him out, thus catalysing the attention on 

the words of the latter. In this sequence an overall sense of placation is experienced by 

means of the techniques exploited. In fact, while in frame 12 Dhani is placed at the top of 

the viewer, thus in a superior hierarchical position than Ragbir, in the following two, 

equality is re-established.  

 

2.1.5 Anger 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

15 

 

Dhani accompains 

Ragbir at a local 

clinic and is said 

of his disease. 

Doctor: Your 

father has 

thrombocytopenia

. Okay? It's a 

blood disorder. 

Have you told 

him? He has HH 

or Bombay 

Blood. 

Donors are very 

rare. You're a 

prime candidate. 

The situation is 

critical. 

Dhani: You're a 

dirty man. 

 

CU; 

OA; 

In; 

NT; 

16 

 

Dhani confronts 

Ragbir. 

Ragbir: You 

think I'm happy to 

see how you're all 

struggling? 

You think I really 

expect you to 

help me? 

Because I ruin 

everything for all 

of you. 

MCU; 

SS; 

BV; 

T; In;  
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# Visual Frame Context of 

situation 

Sound/Caption MDA 

Things just didn't 

turn out the way I 

wanted. 

Dhani: The way 

you wanted? 

You tell me to 

take over your 

stupid doubles 

stand. For a few 

months. Until you 

send for we. 

 If you could look 

beyond all that 

and help me... I 

used to wonder 

what I would say 

to you. But, now? 

All I want to do is 

look you in the 

eye, and make 

sure I don't see 

myself. 

 

In the first frame of the sequence (15) Dhani realizes that Ragbir’s attempt to patch up the 

father-son relationship is a precise strategy to obtain his blood. Here the degree of 

Involvement experienced by the viewer is determined by the physical distance between the 

represented participant and the protagonist; The power of his reaction -“You are a dirty 

man”- is exalted by his depiction at what Kress and van Leween call a “Close-personal 

distance”. In fact, as Edward Hall remarked (1966) people set up invisible boundaries that 

may be overcome only by certain kinds of people: 

Close personal distance is the distance at which one can hold or grasp the other person and therefore 

also the distance between people who have an intimate relation wich each other. Non-intimates cannot 

come this close, and if they do so, it will be experienced as an act of aggression. 

Thus, since conflicts are still burning, Dhani’s words may be perceived as an act of 

aggression to his father. The same occurs in the following frame (16) even more reinforced 

by Dhani’s facial expression and his bitter words. Notwithstanding the Back-View and the 

Shading Shot on a character to catalyse the viewers’ attention onto the other represented 

participant is an abused technique over the 15 minutes, it is functional to the utmost aim of 

the director: portraying personal feelings. In fact, by way of this technique, Dhani’s 

interioriy is given room to blow up freely and reach viewers. This scene is crucial to the 
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development of the plot, and may represent a sort of watershed from the troubled existing 

relationship to a new appeased one. 

 

2.1.6 Inner conflicts 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

17 

 

Dhani enters the 

house and is said 

Ragbir signed the 

house property 

transfer. 

Background noise OA; 

LA; 

MCU; 

CP; 

NP; 

18 

 

Dhani and 

Sumintra cook 

channa while 

Ragbir relates his 

unsuccessful 

plans. 

Sumintra: We 

still coulda lived 

like a family, ent? 

Ragbir: I keep 

telling myself, 

when I have 

enough money 

I will send for all 

of you. I still 

staying that. 

 

MS; 

HA; 

Dt; 

NT; 

19 

 

Ragbir offers to 

help them and 

adds a secret 

ingredient to the 

channa. 

Ragbir: Lemme 

help you with 

that. Check that 

channa. You 

never tell this boy 

about we secret 

ingredient? 

Sumintra: You 

always made the 

channa. 

Ragbir: 

Honey...look. 

Watch. I telling 

you. 

Dhani: Hey man, 

you'll spoil the 

thing. 

Ragbir: This will 

give it a sweet 

taste. Check it. 

MS; 

Dt; T; 

OA; 

CP; 
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# Visual Frame Context of 

situation 

Sound/Caption MDA 

I telling you. 

 

Again, the pivotal element of our analysis is the protagonist’s expression mirroring his 

inner mood. In the scene, bafflement surfaces at the news Ragbir has signed the house 

transfer form. Just like in several other scenes, Dhani is left to the viewer’s scrutiny by way 

of the Oblique Angle (frame 17). In fact this episode upsets Dhani, who has to question 

again about his father’s real identity and intentions. Frame 18 portrays mother and son 

cooking while listening to Ragbir’s account of his unfortunate foreign experience. 

Harmony is provided by the portrayal of the stereotyped happy family; However, Dhani’s 

scepticism is witnessed by his face half-turned to his interlocutor, whereas Sumintra seems 

satisfied with her achievement and no longer pressures her husband. The overall 

harmonious atmosphere is backed by the Medium-Shot coming almost as a surprise to the 

viewer. In frame 19 father-son reconciliation is eventually achieved with the help of the 

tasty delicacy. Ragbir’s revelation of the secret ingredient - he had always been using to 

make channa sweeter - to Sumintra and Dhani may be perceived as an act of faith, since 

secrets are only shared to trustworthy people. Moreover, the fact that Dhani’s expression 

comes to be more relieved in this frame proves how crucial the father-son relationship is to 

him. Thus, the sequence highlights how a stereotyped image of an happy famly may be 

undermined by troubles and conflicts concealed under a perfect façade. 

 

2.1.7 Fleeting joy 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

20 

 

The family 

celebrates 

Christmas 

dancing. 

Parang MS; 

Dt; 

SS; 

DS; 
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# Visual Frame Context of 

situation 

Sound/Caption MDA 

21 

 

Dhani accepts to 

drink from his 

father’s bottle. 

 DS; 

CU; 

OA; 

EL; 

In; 

The Medium Shot in Frame 20 serves to represent the stereotype of familial renewed 

harmony celebrated with dances and abundant food, and may furthermore represent the 

perfect happy ending making up for the turbulences the characters passed through. Fleeting 

joy is experienced even more in Frame 21, whose significance lies in Dhani’s acceptance 

of his father’s offer of the bottle for the act of sharing witnesses reciprocal faith. However, 

by way of the Close-Up through which the viewer is enabled to scrutinize the protagonist’s 

facial expression, Dhani’s reluctance to trust his father is inferable. 

 

2.1.8 Tension 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

22 

 

Ragbir gets closer 

to Sumintra and 

grasps her from 

the back. 

Parang OA; 

EL; 

MCU; 

In; 

SR; 

CP; 

NP; 

23 

 

Dhani jerks at the 

view of Ragbir 

flirting Sumintra. 

Parang CU; 

In; 

OA; 

EL; 

SR; 
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# Visual Frame Context of 

situation 

Sound/Caption MDA 

24 

 

Dhani grabs 

Ragbir from his 

arm. 

Parang OA; 

MS; 

In; 

NP; 

CP; 

SR; 

The joy established in the kitchen, and then prolonged in Christmas’ celebration, is broken 

in the exact moment Ragbir takes a shot at flirting with Sumintra (frame 22), triggering 

Dhani’s reaction. This frame is functional to the next two and proves Dhani’s concern s 

about his father’s redemption. Involvement is experienced since viewers tend to identify 

naturally with Dhani rather than Ragbir. This frame also unrolls a Conceptual Process as it 

redefines the boundaries between the charactes’ reciprocal trustfulness. In fact, Frame 23 

provides us a further focus on Dhani’s ever-changing mood from an oblique perspective 

that heightens the tension finally unleashed in the last frame of the sequence (24). Here 

Dhani jumps up and takes his father away from Sumintra, betraying the above-mentioned 

underlying sense of discomfort and distrust. 

 

2.1.9 Fear 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

25 

 

Ragbir’s 

complexion 

suddenly starts 

changing. 

Parang OA; 

EL; 

MCU; 

DS; 

In; 

SR;  
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# Visual Frame Context of 

situation 

Sound/Caption MDA 

26 

 

Ragbir collapses 

on the sofa. 

Dhani: What 

happen? What 

happen? 

Pa! 

 

OA; 

MS; 

In; 

NP; 

In; 

SR;  

27 

 

Ragbir spits blood. Dhani: Ma, ma.  

He's sick. He's 

real sick. 

 

DS; 

HA; 

CP; 

NP; 

28 

 

Dhani sits next to 

his father and 

cheers him up. 

Sumintra: Oh 

god.  Oh god! 

Dhani: You'll be 

alright, pa. 

You'll be okay. 

Cool yourself, Pa. 

You'll be alright. 

 

MS; 

EL; 

In; 

SR; 

This sequence builds up a climax that is broken by a further father-son reconciliation. The 

Oblique Angle, that offers us Ragbir as an object for dispassionate reflection, is exploited 

in frame 25 and 26 to heighten tension. Joy experienced right before fades away when 

Ragbir begins to stagger (frame 25) and eventually crumples onto the sofa (frame 26). The 

Parang playing on the background reiterates a relaxed atmosphere that is no longer 

supported by the images of a man suffering from a crisis. This provides the viewer an 

unconventional experience, since two distinct semiotic channels produce contrasting 

emotions. The Detail Shot on Ragbir’s bloody hand (frame 27) boosts the degree of 

engagement and Involvement and sweeps away any doubts Ragbir may be making believe. 

Frame 28 has a paramount significance, since we have Dhani referring to his father as 

“Pa”, a term seeping affection, never used before. 
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2.1.10 Reconciliation 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

29 

 

Dhani’s gaze is 

directed to 

Ragbir’s hospital 

bed. 

Ragbir: Look at 

me. Completely 

useless. 

FA; 

IG; 

CU; 

DS; 

CP; 

NP; 

30 

 

Nurses gear Ragbir 

up to the operation 

but before he goes 

he asks for a piece 

of doubles. 

Ragbir: I want to 

taste we doubles. 

Sumintra: You 

can't have that 

now.You're going 

for operation. 

Ragbir: Give me 

a piece. 

Please. 

Just give me a 

piece. 

Break off a little 

piece. 

MS; 

FA; 

BV; 

In; T; 

CP; 

31 

 

Ragbir tastes the 

doubles and 

proudly refers to 

his son. 

Ragbir: You 

know, Dhani,  

I did make the 

first doubles, that 

you ever try. 

Dhani: You teach 

me to make 

doubles. 

Ragbir: My boy, 

the doubles man. 

 

CU; 

DS; 

FA; 

In; 

NT; 

CP; 

NP; 

32 

 

Dhani signs the 

transfusion form. 

Background noise In; 

MS; 

OA; 

NP; 

BV; 

CP; 

The Close-Up in frame 29 draws the viewer’s attention to Dhani’s inquisitive facial 

expression that conceals the uncertainty of his feelings towards his father. He finds himself 

in a tricky situation since he had been despising his father’s sexual behaviour to his mother 
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right before, whereas now he is compelled to stand by him in a sense. Frame 30 features 

the completion of the tying between father and son, needless to say, by means of doubles. 

The Medium Shot, together with the discourse on doubles, relieves the tension just before 

the upcoming operation and let the viewer appreciate the surrounding context. It is one of 

the few times when no great attention to facial expressions is asked to viewers. In frame 31 

the camera focuses on Ragbir’s appreciative facial expression at tasting the delicacy. The 

overall relieving atmosphere is backed by Ragbir’s use of the expression “my boy” to refer 

to his son as it had never happened before. The fact that Dhani stands in a room alone 

underscores that his choice is taken autonomously. The scene develops furtherly the father-

son relationship’s concept since Dhani’s signature on the transfusion form in favour of his 

father represents the ultimate sign of conciliation (frame 32). Things have changed since 

Dhani’s answered an abrupt “You’re a dirty man” when his willingness to donate blood 

was tested at first. Now, The house transfer and doubles’ making have overturned his 

father’s low regard convincing Dhani once and for all. 

 

2.1.11 Hopelessness 

# Visual Frame Context of 

situation 

Sound/Caption MDA 

33 

 

The doctor meets 

Dhani next to the 

glass fronting onto 

Ragbir, and 

informs him his 

blood does not 

match. 

Doctor: We found 

the source of the 

bleeding and 

stopped it. So, he's 

out of immediate 

danger. But, he 

still needs a 

compatible donor. 

Your blood doesn't 

match.  Dhani, is 

there anyone else 

in the family who 

could be a donor? 

EL; 

In; 

OA; 

IG; 

SR; 

MC

U;  

34 

 

Dhani enters the 

lift discomforted 

after his father 

operation’s 

disappointing 

outcome. 

Lift’s noise. IG; 

MS; 

In; 

SR; 

MC

U; 

OA; 

MiS 
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# Visual Frame Context of 

situation 

Sound/Caption MDA 

35 

 

Dhani eats the 

Doubles Sumintra 

left him while on 

the background his 

monologue goes 

by 

Dhani: I am a 

104th generation 

Brahmin. That's a 

lie. I come from a 

long line of poor 

and stupid coolies. 

They work under 

the blazing hot sun 

for donkey years, 

making English 

man rich rich. 

They make 

children that do 

the same thing. 

That's me. 

 

HM; 

GI; 

OA; 

MC

U; 

NP; 

CP; 

This last sequence marks Dhani’s return to his initial state of hopelessness, though at this 

point it may be claimed that it is a perennial trait of his personality, and not just a fleeting 

state. In frame 33 by way of the Back View on the doctor and the simultaneous Oblique 

Angle on Dhani, the viewer’s attention is drawn onto the latter facial expression, thus 

triggering deep Involvement. Frame 34 features Dhani’s discomfort flavoured with a dash 

of surrender as though the light at the end of the tunnel, represented by his father’s healing, 

was gradually dying away. The Mirror Shot delivers Dhani to the viewer’s dispassionate 

reflection and control, in fact, at this stage, Dhani is vulnerable to any external attacks. The 

last frame is as emblematic as critical to the overall understanding of “Doubles”. Dhani 

finally tastes the delicacy filled in with the channa prepared according to Ragbir’s secret 

recipe that considers honey’s addition in it. “Doubles”’ meaning can be extrapolated from 

an Ian Harnarine answer’s excerpt to one of my e-mails in which I inquired him about its 

symbolic value: 

Doubles are a metaphor in the film. It's the one thing that this entire family has in common and also 

they are divided, doubles is the thing that will ultimately keep them together. 

 Thus, doubles is much more than a shallow viewer may grasp at first sight. The very 

essence of the links between the members of the family lies in the delicacy that 

accordingly works as “glue”. It can be easily said that everything in “Doubles” revolves 

around the delicacy, for doubles are: 
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 The element favouring Ragbir and Dhani’s first encounter at the 

marketplace 

 The reason inducing Ragbir to move to Canada in the hope for opening a 

roti and doubles shop 

 Ragbir’s family bread and butter (“I build this whole house on doubles’ 

money”) 

 One of the reasons why Dhani hates his father (“You tell me to take over 

your stupid doubles stand.”) 

 The fundamental ingredient at the basis of Ragbir and Dhani’s 

reconciliation (“Let me help you with that”) 
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3. Trinidad and Tobago: History and Language Evolution 

3.1 Historical Background 

Columbus supposedly landed on Trinidad on Tuesday 31
st
 of July 1498, on his third 

voyage to the new continent. By all accounts during his crossing he had to take a more 

southerly route to avoid a French Fleet, and, accordingly, his ship was carried away to the 

still heat of the equator. Columbus’ sight of the southern coast of Trinidad seemed 

providential as he was in lack of barrels, water and food. It is not certain why Columbus 

named that land after the Holy Trinity, whatever the reason it saved his and his crew’s 

lives. Trinidad was largely ignored until 1531 when an attempt was made to settle the 

island. As a matter of fact, Columbus sailed into the Gulf of Paria and went on to explore 

the coast of Venezuela and only later returned to Trinidad to claim it for Spain. Then he 

also sailed through the Grand Boca and sighted Tobago that was named Bellaforma. The 

first permanent settlement was established in 1592 by Domingo de Vera, and then in 1595, 

Trinidad was visited by Sir Walter Raleigh in search for El Dorado, and thus gradually 

became the base of choice for expeditions to El Dorado and a haven for pirates.
11

  

Nevertheless being isolated from the rest of the Spanish Empire, the local 

population was neglected, with official ships rarely visiting it, and leaving room for 

poverty to spread quickly. Turmoil in France and across the whole Europe added to a 

liberalization of emigration policies by the Spanish authorities, encouraged settlers from 

French islands to move to north. In 1797 war in Europe brought a fleet of seventeen British 

ships into Trinidad water and Trinidad eventually became a British possession, playing a 

role of a typical British sugar colony for the next century.
12

 1834 and 1852 are the years of 

the emancipation of slaves and the beginning of indentured labour.  Other important events 

of the century are the laying of the first telegraph cable in 1871 and the introduction of 

trams and railways. 

As for Tobago, Initially named BellaForma, its present name is most probably a 

corruption of "Tobacco”, grown by the original Indian inhabitants and later by settlers. 

After James I’s claim of the island, the Dutch, the French and the English imposed their 

dominion on Tobago in succession, and however, the land played the role of nothing but a 

                                                 
11 http://www.tradewinds-co.com/ttpp/history.html (last accessed on 23/05/14) 

12 http://www.angelfire.com/extreme/vee/island.html (last accessed on 25/03/05) 

http://www.tradewinds-co.com/ttpp/history.html
http://www.angelfire.com/extreme/vee/island.html
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haven for pirates for two centuries.
13

 Eventually, in 1763 the French ceded Tobago to the 

British rulers who divided the land into districts and sold it before exploiting it as a sugar 

colony. Surprisingly, the American tried to gain the land in 1778 when a squadron was 

warded off by British settlers. In order to cut administrative costs in the face of sugar 

industries’ recession, in 1889 Tobago and Trinidad were joined together resulting into the 

colony of Trinidad and Tobago.
14

  

The 20
th

 century, with the introduction of cars and the conversion of the British 

Navy from coal to oil, saw Trinidad and Tobago passing from being a sugar economy to 

being oil economy, thus provoking a transformation of population from a rural one to an 

urban one.
15

 Besides oil, U.S. bases establishment on the island in 1941 represents the 

other major event of the century that led to a shift of the focus of the country from Britain 

to the U.S.  After World War II, through the establishment of the British West Indian 

Federation, Britain attempted to unify the various islands under one political and economic 

umbrella, but, due to internal tensions, the group split.
16

 Finally on 31
st
 of August 1962, 

Trinidad and Tobago became an independent member of the Commonwealth, and later, on 

the 1
st
 of August 1976, turned into a Presidential Republic.

17
 

 

3.2 Indian Diaspora 

Around 1820 many Indian people started to enlist to move abroad for their personal 

working and social life, inducing European merchants to take advantage of this by 

recruiting voluntary migrants as a cheap source of labour, and shipping them to colonies 

around the world. Recruitment was brought about by a system of agents that infiltrated 

rural villages and misled the credulous workers about the opportunities of progress they 

would have taken abroad. Besides deceiving promises, kidnapping and physical violence 

were alternative devices in case of refusal.  

                                                 
13 http://www.tradewinds-co.com/ttpp/history.html (last accessed on 23/05/14) 

14 http://www.everyculture.com/Middle-America-Caribbean/Trinidadians-and-Tobagonians-History-and-

Cultural-Relations.html (last accessed on 23/05/14) 

15 Oil was discovered in the Guayguaygare, Point Fortin, and Forest Reserve areas. 

16 http://www.tradewinds-co.com/ttpp/history.html (last accessed on 23/05/14) 

17http://www.nalis.gov.tt/Research/SubjectGuide/IndependenceDay/tabid/183/Default.aspx?PageContentMode=

1 (last accessed on 23/05/14) 

http://www.tradewinds-co.com/ttpp/history.html
http://www.everyculture.com/Middle-America-Caribbean/Trinidadians-and-Tobagonians-History-and-Cultural-Relations.html
http://www.everyculture.com/Middle-America-Caribbean/Trinidadians-and-Tobagonians-History-and-Cultural-Relations.html
http://www.tradewinds-co.com/ttpp/history.html
http://www.nalis.gov.tt/Research/SubjectGuide/IndependenceDay/tabid/183/Default.aspx?PageContentMode=1
http://www.nalis.gov.tt/Research/SubjectGuide/IndependenceDay/tabid/183/Default.aspx?PageContentMode=1
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Conditions on board these and other ships were overcrowded, unsanitary, and brutal. The terms of the 

contract were often not honoured. Like slaves, some were sold at auction, and most worked in gangs 

under the command of a strict overseer.
18

 

In 1834 an intense anti-slavery campaign won the abolition of the inhuman system of 

slavery and the introduction of a new system of indentured labour. Working conditions for 

Indian workers changed in some respects: they were offered temporary contracts ranging 

from 3 to 5 years; they were entitled to a minimum wage, accommodation and health care; 

a system of monitoring of their treatment was warranted. Apart from these betterments 

some negative aspects of working life still harmed them, for instance, due to lack of 

supervision and control, workers experienced enormous problems. In addition their 

contracts bound them to their work since jail sentence was provided for breaches. On the 

other hand, most Indian workers on contract expiration, chose to give up their passage back 

to India in return for a piece of land of equivalent value, plus the extension of the working 

agreement. By the end of the 19
th

 century Indian migrants were able to buy more and more 

lands to the point of forming their own villages where they attempted to recreate their 

original Indian environment and way of living.
19

  

By 1917, the system of indentured work was officially over, with Indian migrants 

that were now well established in the country and owned one fifth of the cultivated lands. 

More than 60% of the population engaged in agriculture was of Indian origin, though in the 

next few years the countryside began being emptied for the attractive force of new-born 

jobs, such as milk vending, transport by carts and family shops. Being free from their 

employers, they managed to build and consecrate more than 150 Hindu temples and start 

primary schools for the education of their children. Their contribution to the national 

development was considerable in the Health and Security fields as well with the 

construction of hospitals in their estates.
20

 

A persisting rivalry lasting from the indenture period was that between African-

Trinidadians and Indian-Trinidadians who could not set aside their reciprocal despise 

though sharing a past of grief, oppression and discrimination. Unexpectedly the two 

communities had not mingled together and went on disliking each other even after the 

Independence that came in 1962, and, moreover, African-Trinidadians struggled to keep 

                                                 
18 http://immigrants.harpweek.com/ChineseAmericans/2KeyIssues/CoolieLabor.htm (last accessed on 12/06/14) 

19 http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf (last accessed on 11/06/14) 

20 http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf (last accessed on 11/06/14) 

http://immigrants.harpweek.com/ChineseAmericans/2KeyIssues/CoolieLabor.htm
http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf
http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf
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Indian-Trinidadians out of the political power. It was only with the ascent of Basdeo Pandy 

that Indian immigrants broke into the political scene.
21

 

Indian people are still emotionally and culturally tied to what they call “Mother 

India”, considering themselves Indian first and Trinidadians next. Their adherence to old 

Indian customs and traditions is as obsessive as that to new fashion trends, music and 

dance. Bollywood films reach large audiences and more than one magazine is dedicated to 

the Indian film world. Indian culture is promoted by the National Council of Indian Culture 

that organizes Hindu festivals and had a voice in the inclusion in the calendar of national 

holidays of Diwali.
22

  

 

3.3 Trinidad English Creole: The uneven path to legitimation 

Trinidad English Creole is the language of approximately 1.300.000 inhabitants of the 

Republic of Trinidad and Tobago and is spoken by members of diaspora communities in 

Britain, Canada, and the United States as well. It belongs to the Eastern Caribbean macro 

group and is distinct from Tobagonian Creole. It is the “de facto” language of national 

identity in Trinidad and is used along with the official variety of English serving mostly as 

a means of informal communication across all ethnic and socio-economic groups, though 

the functional domains of use have widened in the last decades. Recognition as a genuine 

and legitimate code for oral and written expression in schools was granted in 1975 by 

Trinidad and Tobago Ministry of Education. This encompassed teachers’ use of teaching 

strategies aimed to raise awareness of differences between Trinidad English Creole and 

Standard English. 

In 1975, the Ministry of Education officially recognized that the majority of children in the Trinidad 

and Tobago school system had a first, primary, and sometimes sole competence in the first language, 

the “vernacular” or “dialect” [i.e. Trinidad and Tobago English Creole (TC)]. The ministry’s 1975 

syllabus called for the recognition of the vernacular as a real language and as a legitimate vehicle for 

oral and written expression. Educators were called on to use teaching strategies based on the 

differences between the two language varieties, and to incorporate spoken and written “dialect” in 

schoolwork and formal examination (Winer 1990, p.245). 

Today it comes as no surprise to find Trinidad English Creole used in the mass-medias 

such as national radios and televisions, and come across formerly stigmatized features of 

Trinidad English Creole that have now become widely accepted even in acrolectal uses. 

                                                 
21 http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf (last accessed on 11/06/14) 

22 http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf (last accessed on 11/06/14) 

http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf
http://indiandiaspora.nic.in/diasporapdf/chapter16.pdf
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Notwithstanding no basilectal variety of Trinidad English Creole exists, conservative 

speakers still survive in rural Indo-Trinidadian villages. However, the attitude towards 

Trinidad English Creole in Trinidad and Tobago is a multifaceted one, and as it has been 

said above, the path of legitimation of the language was uneven and overflowed with 

obstacles deriving essentially from the “negative values arising from its association with 

slavery and degradation” (Winer, 1993). Being generally labelled as “broken”, “corrupt” 

“degenerate” or “shameful relic of slavery (Winer, 1993) (Carrington & Borely 1977), it 

has been discarded in favour of a more established and regulated variety (Winer, 1993). On 

a survey carried out by Winford (1976:51) on what is considered “good” or “bad” in 

Trinidadian speech "most respondents were not at all conscious of the fact that the Creole 

variety of Trinidadian English has its own grammatical system" and showed "a great 

willingness to interpret what are essentially grammatically correct Creole structures as 

'corruptions' of 'good English"'.  

One of the most intriguing perspectives on Trinidad English Creole was put 

forward in 2001 by James Winford in a web article named Trinidad and Tobago Standard 

English? where he vindicated dignity for the language through the assignment of the label 

“Standard”. He maintains that, when writing in a formal context, Trinidadians use a variety 

of English that is internationally recognized as “Standard” and regard it as something apart 

from them, as if they were nothing more than consumers. According to the author, they 

should think instead of how they “contribute to its shape in grammar and vocabulary, and 

even, to a certain extent, in pronunciation”, but sadly Trinidadians are pervaded by a sense 

of inferiority towards English and American society to such an extent that they do not see 

themselves “as owners of Internationally Accepted English” (Winford 2001). No doubt 

Trinidadians rely on a grammar and a vocabulary that has been adopted by them passively, 

but at the same time why should the standardization of words and expressions that 

originate from the Trinidadian context and culture be questioned? He then proposed a 

series of Trinidadians words and expressions denoting mostly local flora, fauna, cultural 

institutions and ways of doing, that do not belong to the Standard varieties of English and 

that have the right to be labelled as Standard forms of the English spoken in Trinidad. 
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3.4 Schneider Model on Creoles formation 

One of the greatest sociocultural changes of the late twentieth century has been the spread of 

the English language throughout the whole world, recalling the dream of a universal language. 

However the varieties of English spoken worldwide do not resemble the Standard variety, 

instead they carry many peculiar traits according to the context and the path that brought to 

their emergence. Certainly, the British Empire played a major role in the diffusion of the 

English language worldwide between the 17
th

 and 20
th

 century, backed in the latest decades 

by the American leading economic role. In many contexts, English was imposed by settlers on 

the Indigenous groups that reacted differently according to the perception they had. Creoles 

result from a process involving second-language acquisition and language shift as well as 

mutual linguistic accommodation. That is to say indigenous residents are subject to a second-

language influence or imposition but actively affect it in the process of acquisition.  Several 

factors are involved in the process of creole emersion and development. As Mufuwene claims. 

creoles development is grounded in population contact rather than language contact since it is 

by virtue of people communicating to each other that languages come in contact.
23

 Both 

substrates and superstrates provide input to the “feature pool” from which an emerging 

contact language selects its structural properties. According to the FP hypothesis, creoles stem 

from a mixing of features from various languages entailing no significant simplification. 

By means of the Dynamic Model, Schneider aims to show how the emergence of 

Post-Colonial varieties of English is an identity-driven process of linguistic convergence, 

though differences for types of colonization and original context cannot be overlooked. 

Identity reconstruction and linguistic changes, which are at the basis of the evolution of 

Post-Colonial varieties of English, develop on a sequence of 5 stages where the contrast 

“us” and “other” dissolves gradually until an ultimate construction of an all-comprehensive 

“us”. The analysis of the 5 stages relies on 4 parameters and features the two 

complementary perspectives of both settlers and indigenous groups. Here an outline of the 

Model is given to be then applied to the Trinidadian context. 

 

 

 

                                                 
23 Competition and selection in language evolution SS Mufwene University of Chicago 2001 
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Stages 

1 Foundation 

2 Exonormative stabilization 

3 Nativization 

4 Endonormative stabilization 

5 Differentiation 

  

3.4.1 Foundation 

The foundation of trading outposts or plantation settlements coincides with the initial stage 

in which English is brought to a new territory by settlers. In this phase though the number 

of migrants is still rather low, violence and hostility may soon arise as indigenous groups 

regard themselves as the rightful residents. As a consequence of migration, indigenous 

groups and settlers become aware of each other’s existence, and both regard the new-

discovered ethnicity as the “other”. As for dialect-contact it happens on two levels: 

 Interaction between different British accents. 

 Interaction between settlers and Indigenous languages. 

In some cases natives are trained as interpreters causing bilingualism to develop in the 

indigenous groups, however, in this first phase contacts remain restricted. Then, on a mere 

linguistic viewpoint, three processes can be observed: koinèization, incipient pidginization 

and toponymic borrowing. The first process occurs when British settlers from different 

regions begin to adjust pronunciation and lexical use to facilitate understanding. As a 

consequence, forms which are shared by many survive; conversely, more marginal forms 

die away. Then, the contact between settlers and indigenous groups happens through a 

lingua franca or a very reduced code deriving from a process of pidginization. Finally, 

names for places are the earliest to enter the settlers’ vocabulary for they need to get 

familiar with the new environment. 

 

3.4.2 Exonormative stabilization 

This phase is characterized by settlers’ political and social stabilization supported by 

English’s imposition in the fields of administration and education and the arrival of new 

settlers and criminals as well. As for language contacts on the part of indigenous people, 

Parameters 

1 Extralinguistic factors 

2 Identity constructions 

3 Sociolinguistic determinants 

4 Structural effects 
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they increase regularly seeing English as a means to put a step on the social ladder. 

Colonizers believe themselves as outposts of Britain still tied to the mother-country often 

referred to as an “imagined territory of a myth of return” (Jenkins 1996:27) though a new 

positive attitude towards the colony the live in emerges. Children of mixed descent are 

born and play a major role in boosting the perception of English language knowledge as a 

source of pride that eventually leads to a spread bilingualism. However, in some colonial 

contexts, English schools are exclusively open to an indigenous elite that should assist the 

British’s maintenance of dominance, thus promoting a critical distance from it on the part 

of the excluded. 

The dynamic model rests upon the assumption that English is being accepted and appropriated by IDG 

strand populations, and that in its indigenized forms it becomes an identity carrier. What may prohibit 

such a process in some countries is when English is perceived as an elitist language. […] as long as 

the language seems within reach for everybody and promises a chance of economic improvement, 

attitudes will remain positive, and its attractiveness will be unbroken. However once common people 

start believing that only members of the elite profit from the benefits associated with knowing 

English, and the use of English is perceived as a means of the upper classes setting themselves off 

from the population at large, the future of the language is in danger. (Schneider 2007) 

Lexical, morphological and syntactical changes and adjustments modify the nature of the 

English language as it is spoken in the colony. Main borrowings from the indigenous 

vocabulary are those to designate local flora and fauna, cultural terms, customs and 

objects. Conversely, as for indigenous people, the shift to the new language, and in 

particular, phenomena like “code alternation” and “negotiation” affect the language of the 

colonizers on both a phonological and a syntactic level. 

 

3.4.3 Nativization 

This is the most central phase of cultural and linguistic transformation as both settlers and 

indigenous groups realize it is high time traditional realities and identities were replaced by 

new ones fitting the current state of affairs. A higher sense of detachment from the mother-

country gradually arises in the settlers who feel equally at home in the new context. In this 

phase colonies usually gain or work to independence, notwithstanding definitive separation 

is difficult to accept for some. Indigenous people and settlers regard themselves as citizens 

of the same land and begin to accept the fact they will have to get along with one another 

for a long time: the “other” gradually fades away. Greenbaum (1996a:11) remarks that 

“political independence is a precursor of linguistic independence”, and, as a matter of fact, 

in this phase contacts come to occur on a regular daily basis, thus promoting the process of 
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“acculturation”, that is, the integration into the target language group. Insofar as 

homogeneity is spread across the colony, settlers are divided between innovative and 

conservative speakers, with the first accepting localized forms and the second sticking to 

the old, metropolitan norms. In the very first stages indigenous forms are seen as variants 

to the norm, then become a habit and eventually develop into a rule of a new variety. 

Changes are conspicuous on the level of vocabulary, grammar and phonology as well as 

morphology and syntax proving that negotiation entails a process of second language 

acquisition for some, and incorporation of a second language features for others. It is 

evident indigenous people are not to be considered as passive recipient of a second 

language imposition on them, instead as “language builders” (Heine and Kuteva 2005:35).  

 

3.4.4 Endonormative stabilization 

This phase presupposes political independence reflecting cultural and linguistic self-

reliance. Settlers have ultimately broken the ties to their motherland and have come out of 

a process triggering “identity revision” by way of which they feel residents of the newly- 

born nation. This implies a redefinition of the boundaries of ethnicity that is not a 

biological concept, instead a parameter of identity negotiation (Jenkins 1996; Kroskrity 

2001).The process of re-rooting led to the acceptance of local varieties of English even in 

formal usage (Newbrook 1997:236), though a variable degree of deviance is tolerated in 

informal contexts. Linguistically speaking, the major difference between phase 3 and 4 is 

the labelling of the variety as a “X English” in place of “English in X”, that gives it the 

status of a distinct and stabilized variety. A further major cultural phenomenon is the 

emersion of a new literature written in the local variety that won many artists International 

prizes (including the Booker Prize – Salman Rushdie with Midnight’s children). 

Differences between the language of the settlers and indigenous speakers’ are still present 

though gradually downplayed in favour of homogeneity and national unity. While 

reduction, and, in some cases extinction of aboriginal languages is one of the negative 

aspects of this phase, local varieties’ official recognition is backed by the release of 

dictionaries and diverse reference books that strengthen the common sense of belonging to 

a culture as well. 
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3.4.5 Differentiation 

In this phase, not only has independence been gained, but also self-dependence. 

Nonetheless, in the absence of an external enemy, internal linguistic diversification begins 

to gain vigour so that peculiar traits of both settlers and indigenous speakers’ varieties are 

likely to resurface. New dialects, stemming from the new-born variety, come up as  

carriers of social groups’ cultural identities, in fact as Schneider himself remarks: “such 

dialect differences may be reinforced or may actually develop afresh as markers of ethnic 

price” (Schneider 2007). At the end of the day, phase 5 does not correspond to the final 

stage of one’s language evolution, instead, it must be regarded as a turning point from 

which new linguistic dynamics spring. 

 

3.5 Schneider’s Dynamic Model applied to Trinidad English Creole 

Let’s now see in detail how Trinidad English Creole evolved since the first settlers sighted the 

shore of this isle of the Caribbean, relying, when possible, on Schneider’ Dynamic model 

outlined above. As a premise it must be said that unlike Canadian or Australian English, 

Caribbean English is a collection of sub-varieties of English distributed over a large number 

of non-contiguous territories, and, as a consequence, differences in settlement history have 

made for differences in the present-day English of the Caribbean territories, with French, 

Irish, Dutch, Danish and English cultural impact ranging from smaller to greater extent. As a 

matter of fact, there are many differences in lexicon and grammar between Trinidadian and 

Tobagonian English, Tobago having had no French influence. Caribbean Creoles share 

properties which distinguish them from other Post-Colonial English varieties for they 

originate from plantation settlements where African slaves were transported. In creolization 

scenarios on most Caribbean Islands there was no Indigenous group instead the African 

imported as slaves. Are they accounted as Indigenous or settlers? Socially they were the 

“other” group compared to the settlers, besides linguistically they were compelled to adjust to 

a target language imposed on them by the STL community. Thus, they took the role of an 

indigenous group both socially and linguistically although, unlike most indigenous groups, 

they lacked education and familiarity with the natural environment and resources. 
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Socially speaking the fate and also the status of slaves was radically different from that of adstrate 

groups. They came forcedly, under conditions of extreme cruelty, violence, and deprivation of the 

most essential human rights; they came to work and stay on plantations without any prospect of their 

fate ever improving during their lifetime. (Allsopp 2010) 

Accordingly, phase 1 proposed by Schneider does not apply uniformly to the Caribbean 

context: those we regard as indigenous groups in our analysis, are not natives of the land, 

conversely, they came along with their masters with the label of newcomers. Nevertheless 

their subordination to the settlers relegated them to the role of indigenous group, for much as 

it was in other colonial contexts, they endured violence and abuses. Additionally, African 

slaves that came to the settlements spoke a wide variety of ancestral vernaculars and lacked a 

common language, thus forcing them to adjust to the STL language to fulfil their 

communicative and human needs. As a result the process of creolization was quicker (phase 2 

and 3 are coincident with nativization occurring earlier than elsewhere) and entailed a higher 

degree of restructuring. For the reasons above, Celia M. Britton (1999) in Strategies of 

Languages and Resistance remarks that Caribbean Creole may even be related to as the 

emblem of contemporary language in general. As a matter of fact, creole is “variable” having 

no fixed form or nature, stemming from the contact between fragmented language 

communities and so being “organically linked to the worldwide experience of relation. It is 

literally the result of links between different cultures and did not pre-exist there links. It is not 

a language of essence, it is a language of the related.”  

A reliable lexicographical inventory is the priority of any cultural environment. Since 

1492 when Columbus went ashore the new continent and gave rise to an era of European 

misjudgement over indigenous people, settlers have been dealing with a new ecology and 

accordingly the need for the establishment of a linguistic norm: 

Caribbean birds, fishes, and crawling things, Caribbean fruit and foods, forest flowers, bush medicines, timber 

trees, building styles, body wear, mixed folklore, folksongs, festival, dances, music, religious expression, skin 

shade identification, household idiom, colonial terms, et. All these required new label, new adaptations and 

compounding of European labels, and therefore essentially needed expression of a different life-view from that 

of Europe, obviously in home-made Caribbean idiom. (Allsop 2010) 

However, the oppression of colonial administrators and the persistence of Creole languages 

inhibited the potentials of the Caribbean linguistic product. Besides, not only British and 

North American English dictionaries ignored Caribbean items and Caribbean usage and 

grammar, National and local authorities did not take into serious account the few local 

glossaries that arose in the post-war period. It was only in 1967 that the first regional 

dictionary appeared (Cassidy’s and Lepages’ Dictionary of Jamaican English) 
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notwithstanding is destiny was as brief as unfortunate. The same year a Conference in 

Trinidad organized by Caribbean Association of Headmasters and Head-mistress was held 

and brought to the following resolution: 

Whereas the general interchange of teachers among the Caribbean territories is increasing, but it 

resolved that this Association request the appropriate department of the University of the West Indies 

to compile a list of lexical items in each territory and to circulate these to schools for the guidance of 

teacher. (Resolution 6 – Easter 1967 Conference) 

It was the first step towards an International recognition of Caribbean several English 

varieties spoken by millions and millions of people on a daily basis that was followed by 

the Caribbean Language Research Programme foundation in 1969 that provided some 

scholars of the field the opportunity to initiate the Caribbean Lexicography Project: 

A survey of usage in the intermediate and upper ranges of the West Indian speech continuum. This 

will involve (1) the collecting of speech recordings in different social situations from persons involved 

in education, commerce and industry, the public services and public life as well as in the lower social 

strata of society; (2) a study of predominant attitudes towards and the levels of acceptability of the 

forms and structures discovered in (1); (3) the compilation, arising out of (1) and (2) together with a 

related and in depth survey of lexis, of dictionary of West Indian Usage.  

 

3.6 Trinidad English Creole: General characteristics and “Doubles” linguistic 

analysis 

Dialect plays an important role in this film since it witnesses Ian Harnarine wish to portray 

reality as it really is in the country, without neglecting any detail. At the same time, as the 

producer was aware of the difficulties non-Trinidadians audiences would have found being 

faced with what has been long considered a “broken” variety of English, subtitles are 

provided. 

It was a choice that was important to me for authenticity. It took some time for some of the actors to 

speak in a more ‘informal’ Trinidadian accent than what actors might be trained for. It took a little bit 

of time, but once everyone understood the tone I was going for they embraced it.
24

 

The aim of this subchapter is to present some of the most significant characteristics of 

Trinidadian English Creole and give examples from the short film “Doubles with slight 

Pepper” when possible
25

, thus, please refer to Dictionary of Caribbean English Usage by 

Richard Allsopp for a more thorough analysis. At the end of the analysis a Trinidadian 

English version based on the original Standard English subtitles is provided. 

                                                 
24 http://www.theislandreview.com/island-people-ian-harnarine/ (last accessed on 14/06/14) 

25 Examples not belonging from the short-film are marked “EE” (External example) 

http://www.theislandreview.com/island-people-ian-harnarine/
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3.6.1 Phonology 

Caribbean English generally sounds louder than British English for Caribbean people exert 

more lung and mouth pressure in the process of articulation. In addition, laughter, facial 

expressions, hand gestures and exclamatory sounds characterize and distinguish the variety 

from the standard one. As for Trinidadian Creole in particular, it tends to follow some 

specific phonetic patterns (Line Winer’s Model, 1990) featured in the chart below along 

with their occurrences in the short-film 

 

 Phonological features  

Description Standard English Trinidadian Creole 

Initial /d/ for /ð/ That /ðæt /  That’s /dəts/ a lie. 

Initial /t/ for /θ/ Nothing /ˈnʌθɪŋ/  I ain’t eat nothing 

/noting/ all day, boy. 

Loss of medial and final 

/r/ 

Over /ˈəʊvəʳ/  to sign the house over 

/ovə/ to we 

Loss of final /t/ Not /nɒt/   If doubles not /no/ 

selling 

Final /uh/ for /uː/ You /ju:/  You /juh/ are a dirty 

man 

/e/ for /eɪ/ Ain’t /eɪnt/  I ain't /ent/ eat 

nothing all day, boy. 

/kk/ for /ɪk/ Making /ˈmeɪkɪŋ/  Making /mekkɪŋ/ 

English man rich 

rich. 

/ah/ for /aɪ/ I /aɪ/  I /ah/ come from a 
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long line of poor and 

stupid coolies. 

“ʃ” for “ˈstj”  Stupid /ˈstjuːpɪd/  I come from a long 

line of poor and 

stupid /ʃuːpɪd/ coolies 

Phonological features Table 

 

3.6.2 Word-form 

Most of word-form developments in Trinidadian English variety are accounted for by two 

preeminent features: 

 Final consonant clusters reduction.  

 Functional shift.  

The former affects both the tensed endings (3rd person singular Ø) of verbs and 

pluralisation by the absence of phoneme /s/. As for the functional shift it is a strongly 

marked characteristic of most Caribbean English varieties and allows a conversion of 

words in part of speech and meaning: adjectives work as adverbs; noun and adjectives 

work as verbs; verbs or nouns work as adjectives. At last, subject and object personal 

pronouns expressing the functions of possessors are a well-established features (Alsopp, 

1996) .  

 

 Word-form  

Description Standard English Trinidadian Creole 

Tensed endings 

reduction 

Presence of the final phoneme 

/s/ 

 What happen? 

What happen? 

Plural markers 

reduction 

Presence of the final phoneme 

/s/ 

 Some bake, 

plenty plantain 

and banana 
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[EE] 

Functional shift -  I like eat [EE] 

Marking of 

pronominal 

possessors 

Use of the possessive pronoun 

“our” 

 You never tell 

this boy about 

we secret 

ingredient? 

 I want to taste 

we doubles. 

Subject pronoun as 

Object 

Use of the object pronoun “us”  Leave we! 

 Until you send 

for we. 

 

Simplification “Had better” is used to give 

advice 

 I think you better 

go home. 

 

Word Form Table 

 

3.6.3 Phrasing 

Richard Allsopp in his Dictionary of Caribbean English put forward a very unusual 

definition of the treatment grammar undergoes in the Caribbean: “English grammar is 

determined in England, distorted in America and destroyed in the Caribbean”. The 

proliferation of unsettled structures was favoured by the absence of a Caribbean literature 

until the 40s.   

 At the mesolectal level, questions are always asked without subject-verb 

inversion. 

 A fully established peculiarity, shared among most Caribbean varieties is 

the omission of the auxiliary “do”. 

 Intensity of expression is in evidence in many ways, principally in 

reduplicated forms or by repetition of whole phrases or sentences. 
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 Trinidadian speakers tend to eliminate articles and preposition in their 

speech 

Two unusual sentences in the film feature an unusual characteristic – I named 

“condensation” - for the creole: “Ma, look at the time already” that sounds like a hasty way 

to say “Ma, look at what time is it already” and “It have plenty of things to do home” with 

“it” substituting, presumably, “there are”.  

  

 Phrasing  

Description Standard English Trinidadian Creole 

Question pattern – 

No inversion 

Auxiliary + Subject   You don't make me 

out? 

 We're going in 

here? 

 

Question pattern – 

Omission of the 

auxiliary 

Do + Subject + Base form 

without to 

 You really want to 

know? 

 You think I'm 

happy to see how 

you're all 

struggling? 

 You think I really 

expect you to help 

me? 

 You really want to 

know? 

 

 

Question pattern – 

Omission of the 

Subject and the 

Auxiliary 

Auxiliary + Subject  Alright in there? 
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Question pattern – 

Omission of the 

Auxiliary 

Auxiliary + Subject  You okay? 

 

Intensity of 

expression - 

Reduplication 

-  They work under 

the blazing hot sun 

for donkey years, 

making English 

man rich rich. 

 The boy here. Talk 

now now 

 You was a little 

little boy 

 

Missing preposition -  All I want to do is 

look you in the eye 

Missing article -  You're going for 

operation. 

Condensation -  Ma, look at the 

time already. 

 It have plenty of 

things to do home. 

 

Double negative 

 

 

Two negative forms cancel 

one another 

 Ah ain’t eat noting 

all day, boy 

3.6.4 Vocabulary 

As stated by Richard Allsopp the vocabulary of most Caribbean English varieties 

comprises the whole active core vocabulary of World English as may be found in any 

piece of Modern English literature, together with all Caribbean Regionalisms produced by 

the ecology, history and culture of the area and influence from French, Spanish, Chinese, 

Bhojpuri and African languages as well. (Winer 2003) 

 

Phrasing Table 
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3.6.5 Verbs 

In a research paper on Trinidad Creole entitled Is English we Speaking?, Takiah Corbett 

noticed that “speakers of Trinidadian Creole dialect have a tendency to replace the verb “to 

do” with the verb “to go”. In an occasion in “Doubles”, instead, it is the verb “to be” that 

takes “to do” position in the sentence.  

Trinidadian Creole speakers’ must rely on context clues to determine which tense 

speakers are using. As a matter of fact the short-film provides several examples of Past 

tense actions described in the Present Tense of verbs.  

 

 Verbs  

Description Standard English Trinidadian Creole 

Duration form Subject + Have/has + been + v 

–ing 

 I work under the 

blazing hot sun for 

donkey years. 

 We living like 

you're dead for 

years. 

 

Copula Absence -  The boy here.  Talk 

now. 

 Why it so easy? 

 

Present Continuous Subject + am/is/are + v -ing  Why you doin' this? 

 He not going to do 

that. 

 If doubles not 

selling… 

 It getting late, you 

know? 

 All you must be 

change the recipe, 
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because... 

 What the hell you 

doing here? 

 We living like 

you're dead for 

years. 

 What going on 

here? 

 

Use of “be” in place 

of “do” 

-  All you must be 

change the recipe, 

because... 

 

Present Perfect Subject + have/has + Past 

Participle 

 I come back to 

make things right. 

 You never tell this 

boy about we secret 

ingredient? 

 I did make the first 

doubles that you 

ever try. 

 

Perfect Conditional Subject + would/could/should 

+ have + Past Participle 

 We still coulda 

lived like a family, 

ent? 

 And the three of we 

woulda been 

running it. 

 

Past Simple Subject + v –ed  Because I ruin 

everything for all of 

you. 

 You tell me to take 



 

 

58 

 

over your stupid 

doubles stand. 

 He sign it. We get 

the house. 

 I end up in a 

basement apartment 

 You teach me to 

make doubles. 

 I did make the first 

doubles. 

Verbs Table 

 

3.6.6 Hypercorrection 

One of the more complex of the grammatical and phonological variables is 

hypercorrection, defined by Wolfram (1969) as “the use of speech form on the basis of 

false analogy". Hypercorrection arises when a rule in a standard language is neutralized by 

creoles or dialects’ speakers, as claimed by De Camp:  

It is now well established that creole language situations such as those that exist in West Indian 

communities like Jamaica, Guyana, Trinidad, etc., are characterized by continuing variation resulting 

from increasing modification of Creole structures in the direction of the lexically-related model 

language. The pace of the modification depends in turn on such factors as the degree of social 

mobility and the strength of corrective pressures from above. In all such cases, however, there 

develops a continuous linguistic spectrum of speech varieties… which includes all possible 

intermediate varieties’ (DeCamp, 1971: 28) 

To apply this to the situation at hand, let us consider speakers of Trinidad creole, where 

verbs are not marked for number and person triggering a collapse in the distinction. 

However, creole speakers may have daily contacts with Standard English speakers using 

verb forms marked for number and person. Consequently, even though not aware of the 

fact certain rules apply to form these paradigms under certain conditions and in certain 

contexts, they strive to mimic it producing unacceptable and ungrammatical sentences. The 

fact that people of higher social classes, who are better educated and dressed, use these 

verb forms is enough to have them attempt to refine their language and then advance to 

what they believe is a vernacular that is closer to Standard English (Pang, 1976). 
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 Hypercorrection  

Description Standard English Trinidadian Creole 

3
rd

 singular personal 

mark 

  How much 

you does make 

in a day, boy? 

 You was a 

little little boy, 

Hypercorrection Table 
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3.7 Doubles With Slight Pepper – Trinidad English Creole Version 

00:01:05:16 00:01:08:09 Ah am a 104th generation Brahmin. 

00:01:10:08 00:01:11:12 Dat’s a lie. 

00:01:12:19 00:01:16:12 Ah come from a long line of poor and schupid coolies. 

00:01:16:23 00:01:20:13 Ah work under the blazing hot sun for donkey years  

00:01:24:23 00:01:25:17 Yeah man. 

00:01:26:05 00:01:26:23 Dat’s me. 

00:01:53:17 00:01:54:10 Doubles! Doubles! 

00:01:57:07 00:01:58:08 Give me two wit slight pepper. 

00:01:59:14 00:02:01:19 How's the doubles business going, boy? 

00:02:02:08 00:02:03:14 Used to be better. 

00:02:15:16 00:02:16:12 Six dollars. 

00:02:18:03 00:02:19:06 Yuh don’t make me out? inversion 

00:02:23:09 00:02:25:04 Give me a hug up, Ah've come back. 

00:02:25:23 00:02:56:18 Look! 

00:02:26:18 00:02:28:10 Look what Ah brought for yuh. 

00:02:28:10 00:02:30:06 All the way from Toronto, look! 

00:02:32:06 00:02:33:03 Come now, man. 

00:02:33:03 00:02:34:20 Ah ent eat noting all day, boy.  

00:02:36:17 00:02:38:05 Alright... 

00:02:38:21 00:02:40:18 Just, just...give me a chance. 

00:02:43:12 00:02:44:16 Wait...Wait, now boy. 

00:02:45:02 00:02:46:19 The shops will close soon. 

00:03:23:06 00:03:24:00 Ma! 

00:03:27:04 00:03:27:22 Ma! 

00:03:27:22 00:03:28:16 Hey! 

00:03:29:19 00:03:31:08 Look!  The scamp finally come back from Canada.  
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00:03:32:02 00:03:33:04 Talk now now.   

00:03:33:04 00:03:34:10 The boy here. Talk now.  

00:03:35:23 00:03:37:13 Ah always like your cooking, Sumintra. 

00:03:51:11 00:03:52:20 Why yuh doin’ dis? 

00:03:52:21 00:03:54:19 He needs a place to stay for a few days. 

00:03:55:03 00:03:55:20 So? 

00:03:56:10 00:03:56:22 So?! 

00:03:57:04 00:03:58:06 We use dat time to get him  

00:03:58:08 00:04:00:15 to sign the house over to we  

00:04:00:22 00:04:02:09 We have got to get him to do dat. 

00:04:04:09 00:04:06:10 He not going to do dat. 

00:04:06:13 00:04:08:02 He's a scamp yes. 

00:04:08:19 00:04:10:23 But, we need to get the land. 

00:04:10:23 00:04:12:09 Get what we deserve. 

00:04:21:11 00:04:22:13 Hey boy. So.   

00:04:22:13 00:04:24:21 How's business going these days boy? 

00:04:25:01 00:04:26:07 Not good.  

00:04:26:07 00:04:28:01 But yuh don't care. 

00:04:28:01 00:04:29:06 If doubles not selling  

00:04:29:06 00:04:30:08 then something wrong. 

00:04:30:08 00:04:32:01 We used to have long line-ups.   

00:04:32:01 00:04:33:02 Remember dat, Sumintra? 

00:04:33:08 00:04:34:17 Ah build dis whole house  

00:04:34:17 00:04:35:18 on doubles money. 

00:04:36:14 00:04:37:21 All yuh must be change the recipe, because... (be?’) 

00:04:38:18 00:04:40:09 What the hell yuh doing here? 

00:04:41:07 00:04:43:06 We living like yuh're dead for years. 
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00:04:44:08 00:04:45:14 So just go and dead, nuh? 

00:04:45:15 00:04:46:15 Leave we.  

00:04:47:14 00:04:49:04 Ah come back to make things right.  

00:04:50:11 00:04:52:10 Then sign over the house to me and Ma. 

00:04:52:22 00:04:53:16 Okay. 

00:04:53:23 00:04:54:17 Alright. 

00:04:55:08 00:04:56:02 No problem. 

00:05:00:13 00:05:01:20 Yuh can't go back on your word, yuh know 

00:05:02:03 00:05:03:02 Not going back. 

00:05:12:07 00:05:12:23 Yuh’re sure? 

00:05:13:06 00:05:14:00 Yeah. 

00:05:23:15 00:05:25:00 Why it so easy? 

00:05:27:01 00:05:27:19 Yuh really want to know? 

00:05:29:03 00:05:29:21 OK. 

00:05:30:13 00:05:31:20 Come wit me tomorrow. 

00:05:32:08 00:05:33:08 Tomorrow is Christmas Eve. 

00:05:33:10 00:05:35:02 It's a big day for business. Yuh know dat. 

00:05:36:08 00:05:37:20 How much yuh does make in a day, boy?  

00:05:41:11 00:05:42:05 Name it. 

00:05:42:14 00:05:43:08 I'll double it. 

00:05:43:20 00:05:44:14 Triple it. 

00:05:45:21 00:05:46:15 Okay. 

00:06:23:03 00:06:24:08 Hey! Hurry up in there. 

00:06:32:19 00:06:33:15 Alright in there? 

00:06:34:23 00:06:35:12 Yuh okay? 

00:06:47:10 00:06:48:03 Yuh okay? 

00:06:48:03 00:06:49:09 Sorry, to keep yuh so long, boy. 
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00:06:53:20 00:06:54:18 We’re going in here? 

00:06:55:03 00:06:55:20 Yeah, come. 

00:07:02:11 00:07:04:03 Have there been any changes since your arrival? 

00:07:05:06 00:07:06:12 A bit of pain, but Ah could deal wit dat. 

00:07:07:01 00:07:08:18 but, I'm glad Ah have my son wit me. 

00:07:09:12 00:07:10:15 What going on here? 

00:07:10:17 00:07:12:08 Your father has thrombocytopenia. 

00:07:12:21 00:07:13:09 Okay? 

00:07:13:20 00:07:14:14 It's a blood disorder. 

00:07:16:10 00:07:17:09 Have yuh told him? 

00:07:19:12 00:07:21:06 He has HH or Bombay Blood. 

00:07:22:10 00:07:23:16 Donors are very rare. 

00:07:24:05 00:07:25:14 Yuh're a prime candidate. 

00:07:25:23 00:07:27:13 The situation is critical. 

00:07:28:09 00:07:29:18 Yuh're a dirty man. 

00:07:51:21 00:07:53:05 Yuh're applying too much pressure. 

00:08:03:07 00:08:06:07 Yuh tink Ah’m happy to see how yuh're all struggling? 

00:08:07:12 00:08:09:04 Yuh tink Ah really expect yuh to help me? 

00:08:11:02 00:08:13:03 Because Ah ruin everything for all of yuh.  

00:08:14:21 00:08:16:19 Things just didn't turn out the way Ah wanted. 

00:08:18:16 00:08:20:12 The way yuh wanted? 

00:08:23:02 00:08:25:05 Yuh tell me to take over your stupid doubles stand. 

00:08:25:23 00:08:27:00 For a few months. 

00:08:27:12 00:08:28:06 Until yuh send for we. 

00:08:29:03 00:08:30:14 If yuh could look beyond all dat 

00:08:30:21 00:08:31:20 and help me... 

00:08:32:06 00:08:34:10 Ah used to wonder what I would say to yuh. 
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00:08:35:03 00:08:35:21 But, now? 

00:08:37:12 00:08:40:00 All Ah want to do is look yuh in the eye,  

00:08:40:00 00:08:42:15 And make sure Ah don't see myself. 

00:09:00:07 00:09:02:11 So keep dat in a safe place. 

00:09:04:16 00:09:06:14 He sign it. We get the house. 

00:09:10:16 00:09:13:04 Ah wanted to start a roti and doubles shop in Canada. 

00:09:13:18 00:09:15:00 And the three of we woulda been running it. 

00:09:16:15 00:09:17:21 Selling only to white people. 

00:09:18:13 00:09:18:23 But instead, 

00:09:19:13 00:09:20:19 Ah end up in a basement apartment, 

00:09:20:23 00:09:22:08 living wit two other people, 

00:09:22:13 00:09:24:05 washing dishes in a cafeteria. 

00:09:25:18 00:09:28:00 We still coulda lived like a family, ent? 

00:09:29:18 00:09:31:00 Ah keep telling myself, 

00:09:31:13 00:09:32:17 when Ah have enough money 

00:09:33:01 00:09:34:15 Ah will send for all of yuh. 

00:09:36:15 00:09:37:22 Ah still staying dat. 

00:09:40:02 00:09:41:01 Lemme help yuh wit dat. 

00:09:41:07 00:09:42:16 Check dat channa. 

00:09:48:17 00:09:51:07 Yuh never tell dis boy about we secret ingredient? 

00:09:51:14 00:09:53:08 Yuh always made the channa. 

00:09:54:18 00:09:55:16 Honey...look. 

00:09:55:22 00:09:56:14 Watch. 

00:09:57:23 00:09:58:15 Ah telling yuh. 

00:09:58:23 00:10:00:04 Hey man, yuh'll spoil the thing. 

00:10:00:05 00:10:03:00 Dis will give it a sweet taste. 

00:10:07:14 00:10:38:08 Check it. 
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00:10:23:05 00:10:24:07 Ah telling yuh. 

00:11:52:10 00:11:53:10 What happen? What happen? 

00:11:55:13 00:11:56:06 Pa! 

00:11:56:06 00:11:57:07 Ma, ma.  He's sick. 

00:11:57:09 00:11:58:16 He's real sick. 

00:11:58:18 00:11:59:14 Oh god.  Oh god! 

00:12:00:16 00:12:02:00 Yuh'll be alright, pa. 

00:12:04:05 00:12:05:09 Yuh'll be okay. 

00:12:05:21 00:12:07:10 Cool yourself, Pa. Yuh'll be alright. 

00:12:09:05 00:12:10:14 Okay, yuh'll need to sign 

00:12:10:14 00:12:12:06 the blood test and transfusion forms. 

00:12:13:19 00:12:15:10 We'll give yuh guys a couple of minutes. 

00:12:15:14 00:12:16:20 But, we have to move quickly, OK? 

00:12:28:07 00:12:29:09 Look at me. 

00:12:30:06 00:12:31:18 Completely useless. 

00:12:34:04 00:12:34:22 Sumintra 

00:12:36:04 00:12:37:13 Ah want to taste we doubles. 

00:12:39:21 00:12:40:23 Yuh can't have dat now. 

00:12:40:23 00:12:42:03 Yuh're going for operation.  

00:12:43:01 00:12:44:00 Give me a piece. 

00:12:44:00 00:12:44:18 Please. 

00:12:47:06 00:12:48:23 Just give me a piece. 

00:12:49:06 00:12:50:20 Break off a little piece. 

00:12:58:23 00:13:00:05 Yes... 

00:13:02:00 00:13:03:15 Dat is the taste. 

00:13:05:00 00:13:07:16 Yuh was a little little boy, 

00:13:07:21 00:13:08:18 but still, yuh say,  
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00:13:09:04 00:13:09:21 Pa! 

00:13:10:07 00:13:11:08 Ah want one... 

00:13:11:17 00:13:13:02 wit slight pepper. 

00:13:17:06 00:13:18:00 Hold on 

00:13:27:23 00:13:28:17 Yuh know, 

00:13:31:20 00:13:32:14 Dhani 

00:13:34:01 00:13:36:11 Ah did make the first doubles, 

00:13:36:11 00:13:37:22 dat yuh ever try. 

00:13:39:20 00:13:40:20 Yuh teach me to make doubles. 

00:13:41:13 00:13:42:09 My boy, 

00:13:43:12 00:13:44:13 the doubles man. 

00:14:09:03 00:14:10:05 It getting late, yuh know? 

00:14:10:05 00:14:11:13 Ah tink yuh better go home.  

00:14:13:08 00:14:14:23 No.  Ah 'm not leaving yuh here. 

00:14:15:03 00:14:15:23 Ah 'm not leaving him here. 

00:14:16:05 00:14:17:01 Ah 'm staying. 

00:14:17:12 00:14:18:09 Ma, look at the time already. 

00:14:18:18 00:14:20:15 Tomorrow is Christmas. It's Christmas Eve. 

00:14:21:02 00:14:22:08 It have plenty of things to do home. 

00:14:24:10 00:14:25:11 Yuh'll eat the doubles, right? 

00:14:26:00 00:14:26:16 Yes, ma. 

00:14:35:14 00:14:37:11 We found the source of the bleeding and stopped it. 

00:14:38:03 00:14:39:14 So, he's out of immediate danger. 

00:14:41:22 00:14:44:18 But, he still needs a compatible donor. 

00:14:47:08 00:14:49:06 Your blood doesn't match. 

00:14:50:17 00:14:55:05 Dhani, is there anyone else in the family who could be a donor? 

00:15:23:21 00:15:26:02 Ah am a 104th generation Brahmin. 
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00:15:27:22 00:15:29:04 Dat’s a lie. 

00:15:30:01 00:15:33:03 Ah come from a long line of poor and stupid coolies. 

00:15:34:07 00:15:36:10 Dey work under the blazing hot sun for donkey years, 

00:15:36:21 00:15:39:05 mekkin’ English man rich rich. 

00:15:40:10 00:15:42:05 Dey make children dat do the same thing. 

00:15:43:11 00:15:45:05 Dat’s me. 
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4. The world of Subtitling 

 4.1 Audio-visual Translation  

Audio-visual materials are the products of the Age of Technology; films, telefilms, 

videogames and any other multimedia products have shaken up people’s lives to a point of 

no return; they are produced everywhere and consumed everywhere. Only in recent times 

the importance of Audio-visual Translation, as a branch of translation studies, has been 

acknowledged, mainly thanks to the European Association for Studies in Screen 

Translation. 
26

 

Ever since the first decades of the 20
th

 century these products began to transcend 

national borders reaching audiences from all over the world and thus facing film industry 

with the problem of translation, since only a few percentage of World population could 

speak English. In order to translate audio-visual materials and deal with the limitations that 

the mixture of different communication codes involves (images, music, noise, oral 

productions etc.), different techniques that diverge from the classic literary translation have 

been developed: subtitling, dubbing and voice-over. All the three kinds of translation 

techniques can be divided, according to Serban, in two categories: intralingual and 

interlingual. While the Intralingual translation deals with translations in which the source 

language corresponds to the target language, the interlingual one is that in which they are 

different. 

Interlingual subtitling is a type of language transfer in which the translation, that is the subtitles, do 

not replace the original Source Text, but rather, both are present in synchrony in the subtitled version. 

Subtitles are said to be most successful when not noticed by the viewer. For this to be achieved, they 

need to comply with certain levels of readability and be as concise as necessary in order not to distract 

the viewer's attention from the programme (Georgakopoulou 2009) 

The shift from traditional translation to Audio-visual Translation entails a revision of 

certain key concept of Translation Studies (Gambier 2006): 

                                                 
26 The European Association for Studies in Screen Translation (ESIST), which serves as a meeting and 

reference point for researchers, teachers and professionals of AVT was founded in 1995. Despite the inclusion of 

the adjective European in its name, the association has a clear international vocation, as shown by the 

membership of people from other corners of the world, such as America, Asia and Australia. One of the most 

ambitious projects that the association has carried out has been its International Comparative Subtitling Project. 

Three short scenes from different genres were distributed to companies from all over the world with the aim of 

profiling the different national practices in subtitling. They were asked to subtitle the three scenes, applying the 

same conventions that they usually apply when subtitling their programmes. They were also asked to answer a 

short questionnaire. Around 50 companies worldwide took part in the project, representing a total of 18 

languages and more than 20 different countries. The material is available for those interested in using it for 

research purposes and can be obtained by contacting the secretary of ESIST (www.esist.org). 
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 Text: screen texts are short-lived and multimodal. They are not arranged in linear 

sentences but based on the interconnection between different semantic codes. 

 Authorship: Audio-visual products involve a high number of people working on 

them. 

 Sense: it is provided to viewers through different semantic resources, not a single 

system of signs. 

 Translation Units: a translation unit is the smallest segment subdued to translation. 

 Translation: is Audio-visual Translation still Translation? Should we call it 

adaptation/manipulation/remake? 

 Strategy: in subtitled films the translated script is co-present with the original 

language thus making socio-political and cultural issues relevant. 

 Norms: they are not well established since abusive subtitling and dubbing 

undermine internationally recognized conventions. 

In the earliest phase the two main approaches showcased their shortcomings and were 

sided by a 3
rd

,
 
short-lasting, approach, which considered shooting the same film in several 

languages. It was also said that translating a film ruined it (Jan-Emil Tveit. 2009). In 

France, where experimentations were more advanced than the rest of Europe, dubbing 

gradually gained public appreciation over subtitling
27

. On the contrary, the fact that 

Scandinavian countries opted for subtitles to the detriment of dubbing, has improved upon 

people’s English language proficiency since the audience can hear and read in the foreign 

language at the same time, thus smoothing the understanding process through the help of 

images: 

The is little doubt in my mind that subtitling has an important educational value. Visitors to the 

Scandinavian countries are often impressed by the Standard of English of the people they meet, most 

of whom have never lived in an English-speaking country. Rather than reflecting the superior result of 

different language teaching standards, it may in fact be the inherent pedagogical value of having 

access to the original English language soundtrack that has brought to this bear (Tveit, 2009). 

Luyken states that, according to their attitude towards the translation of the audio-visual 

products, the European countries can be divided in four groups: dubbing countries, 

subtitling countries, countries using both subtitling and dubbing and countries using other 

types of audio-visual translations (mainly voice-over); the countries in which subtitling 

prevails over the other techniques are the small Western European ones (like the 

Netherlands, Portugal or Scandinavian countries), where the market is not big enough to 

                                                 
27 On the contrary Scandinavian countries and Netherlands preferred subtitling. 
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afford dubbing and the foreign-language programme has a high share of total programme 

output (Reich 2006). 

 

4.2 Constraints and competences 

Since usually portions of texts are needed to be cut to fit the 2-lines limit, subtitling usually 

leads to a simplification of information (Skuggevik 2009). Subtitles never live 

autonomously, instead their existence is simultaneous and in a certain sense subordinate to 

that of audio and video channels of the film. This coexistence may arouse fear in subtitlers, 

especially newbies, since any viewers with a grasp of the original language can make an 

instant comparison and spot any estranging elements from the original version. Subtitling 

entails a series of constraints to be considered and requires the subtitler a range of pre-

competences. Tveit (2009) identified respectively 3 constraints and 5 levels of subtitling 

competence presented in the following charts. 

Subtitling constraints 

1.Space 2 lines are the norm. 

2.Time The viewers must have enough time to read it. In and out timing is 

crucial. 

3.Presentation Usually take up no more than 20% of screen space. 

Adapted from Tveit (2009) 

 

Levels of subtitling competence 

1.Technical competence 

2.Linguistic skills 

3.Understanding of social and cultural aspects and the awareness of their values 

4.Comprehension of the psychological or emotional dimension inherent in the action that 

accompanies the spoken words. 
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5.Determining strategies on the basis of the four previous areas. 

Adapted from Tveit (2009) 

The subtitler must work relying on his competences and sticking to the norms so as to 

achieve communication. Jackobson put forward 6 necessary components of any speech act 

in the sense that communication fails if any of them is removed: sender; code; contact; 

context; message; receiver.  According to Jackobson’s teachings, communication happens 

when a sender formulates a message in a code and expresses it through a contact to a 

receiver that interprets it in the context. These components are universal in communication 

and can take a varying significance according to the tenor of the communicative situation. 

In this respect Buhler (1934) and Reiss (1971) have "recognised that particular linguistic 

features" displayed in communication "may be linked to a corresponding problem or 

situation" (Skuggevik 2009). Jacobson ascribed a specific function to every constituent that 

becomes significant when communication revolves around it. 

As far as subtitling is concerned, it is of course imperative to recognise that it is not the words 

themselves which necessarily determine the communicative function of a statement, but the way they 

are given expression; their relationship to tone of voice, body language and situation (Skuggevik 

2009). 

 

4.3 Subtitling VS Dubbing 

Although from the very title of her work, Reid (1978) asserted that subtitling is the only 

intelligent solution, it no doubt presents constraints; first of all, it might happen that the 

viewers could get distracted by subtitles, finding it hard to keep up with reading and 

perceiving images at the same time. Then there is the problem of synchronization, as the 

length of a spoken line in the Source Language might not correspond to that of the 

subtitled one in the Target Language, causing timing problems that are not easily solvable; 

on the same path lies the problem of line lengths in association with the audience’s reading 

skills, for not everybody is a fast reader, and the slow ones could find it too difficult to 

keep up with the fastest scenes. In this respect, condensation may be referred to as one of 

the major constraints for subtitlers, as inferable from Luyken’s definition of subtitles as: 
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Mostly condensed translations of original dialogue (or on-screen text) which appear as lines of text 

usually positioned towards the foot of the screen. The subtitles appear and disappear in time with the 

corresponding portion of original dialogue or text (Luyken 1986). 

 Accordingly, the subtitler cannot afford complex formulations or structures, instead must 

privilege brevity to enhance readability. Furthermore, subtitlers must keep in mind that 

readability is influenced by both the genre of the film and the interest viewers feel towards 

it. When a film relies on an elaborate plot, subtitles are indispensable to the understanding 

of the action, whereas poor-plotted films’ viewers “blink down at the subtitles for 

information, they photograph them rather than read them” (Minchinton 1993). A second 

shortcoming is that cohesive devices are often omitted (Tveit, 2009) being considered 

semantically useless, though they are dialogue markers making relationships explicit. 

Actually, decisions over the omission of discursive elements can rely on the three-level 

hierarchy of discursive elements provided by Kovacic (1991) who distinguishes between: 

the indispensable elements; the partly dispensable elements; the dispensable elements. The 

first must be translated for they are relevant to the macro textual meaning of the film; the 

second can be either edited or condensed but cannot be omitted; the third may be omitted 

without affecting the overall meaning. Furthermore, internationally-recognised standards 

of omission of linguistic elements are shared by subtitlers who are allowed to omit without 

any consequences: repetitions; internationally known words; expressions followed by 

gestures; exclamations 

This triggers a certain scepticism around Gottlieb’s (1997) assertion that subtitling 

is always additive as it adds verbal material while removing nothing to the original version, 

and conversely emphasizes the notion of “subtitling as a series of losses and omissions, 

forgetting or overlooking strategies such as expansion and reformulation” (Gambier, 

2008). However both perspectives are the result of audiences’ neglect over problems 

arising in the shift from the oral to the written form, and their perception of  subtitles as a 

mimicry of the oral code. 

The shift of mode from speech to writing presents the subtitlers with yet more challenges. 

Characteristics of spontaneous speech, such as slips of the tongue, pauses, false starts, unfinished 

sentences, ungrammatical constructions etc. are difficult to reproduce in writing. The same goes for 

dialectal, idiolectal and pronunciation features that contribute to the moulding of screen characters 

(Cintas 2009). 

The preference to subtitling over dubbing on account of customers is a matter of personal 

discretion, as both subtitling and dubbing have their pros and cons and they can be 
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considered equipollent. Age, education and socio-economic standards influence the 

attitude to one rather than the other.  

The younger, the better educated and the more affluent viewers are more likely to claim across Europe 

to prefer subtitled versions, or ‘viewing the original’, rather than dubbed adaptations. This is partly 

because higher multilingualism and familiarity with reading in this particular target group make 

subtitled programmes easier for them to comprehend and enjoy. (Luyken 1986)  

However, the situation for producers is different, since it has been observed that the 

production costs for dubbing are 15 times higher than those for subtitling; this is due to the 

fact that dubbing takes much more time and involves much more people in the job. 

Furthermore, Besides being cheaper than dubbing, and embodying a pedagogical function, 

subtitling offers the advantage of keeping the original dialogue intact thus allowing people 

to hear the original actor’s voice that accounts for most of the “authenticity”: 

An essential part of character’s personality is their voice, which is closely linked to facial expressions, 

gestures and body language. Authenticity is undeniably sacrificed when a character is deprived of 

their voice and instead the audience hears the voice of somebody else (Tveit 2009). 

In any case, where condensation needed is large, dubbing may be “the lesser of two evils” 

and thus be preferred to subtitling (Marleau 1982).  

 

4.4 Dealing with extra-linguistic culture bound references (ECRs) 

4.4.1 The father of ECRs: Pedersen 

Extralinguistic culture-bound references refer to cultural items or relia and belong to the 

category of what Pedersen calls “crisis points” comprising puns, poetry, quotations and 

allusions. Their translation always entails a loss more or less significant, ranging from a 

little shade of meaning to its totality that forces to a remaking allowing audience’s fruition 

of the product. ECRs’ tricky nature is due to their close bond to the source culture and the 

absence of an obvious official equivalent in the target culture. The film contains 5 terms 

which give the translator trouble as closely tied to their original Trinidadian context. 

Aiming at an adequate shift to the Italian audience, in the next chapter they will be 

analysed in depth and some potential translation hypothesis will be put forward. Pedersen 

in his essay “How is culture rendered in Subtitles” defined ECR as follows: 
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Extralinguistic Culture-bound Reference (ECR) is defined as reference that is attempted by means of 

any culture-bound linguistic expression, which refers to an extra linguistic entity or process, and 

which is assumed to have a discourse referent that is identifiable to a relevant audience as this referent 

is within the encyclopaedic knowledge of this audience (Pedersen 2005). 

A previous study by Leppihalme on how source-cultural elements may be translated into 

another language gives us an intriguing concept named “culture bumps”. Leppihalme  

claims that when a translator comes across something rooted strongly in another nation's 

culture, he should rely on much knowledge other than what is seen explicitly, for the 

understanding of an allusion is denied unless the receivers are familiar with the Source 

culture. Though Leppihalme introduced the expression in relation to allusions (text-bound 

elements), the same concept applies to ECR as well. As a matter of fact Leppihalme’s 

definition of allusions mirrors a parallel culture bump involving extra linguistic elements: 

“Culture bump occurs when an individual finds himself or herself in different, strange, or 

uncomfortable situation when interacting with persons of a different culture." (1997, p.4)  

 

4.4.2 Strategies for rendering ECRs and influencing parameters 

The intercultural problem of translating ECRs is heavily dependent on the fact that Target 

Culture audience have grown up in a completely different culture and are often quite 

unable to spot cultural references used and make the necessary connections in order to 

make sense of passages in which source-cultural elements occur.  In “Doubles with slight 

pepper” some words and expressions have connotations perceived by members of the 

Source Culture but which may convey nothing to the Target Culture audience, unless the 

translator manages to find suitable solutions. Seven strategies for rendering ECRs have 

been detected by Pedersen (2005, p.3), who,  ranked them on a Venutian scale, from the 

most foregnising to the most domesticating.  

 

Strategies for rendering ECRs 

 

 

Foregnising 

Strategies 

 

1. Official 

equivalent 

This strategy is more bureaucratic than linguistic, and 

often helps the translator dodge crisis points by 

providing a pre-fabricated solution to the problem. 
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The ECR is often regulated by an authority. 

 

2. Retention It is the most Source Culture oriented strategy, as it 

allows an element from the Source Culture to enter the 

target text. Sometimes the retained culture-bound term 

is marked off from the rest of the target text by quotes 

and occasionally by italics. The ECR may also be 

adjusted slightly in spelling or have an article dropped 

 

3. Specification 

 

 

 

3.1 Explicitation 

 

 

3.2 Addition 

 

It means the same as retention, but entails adding 

information that is not present in the Source Text, 

making the Target Culture-bound term more specific 

than the Source Culture-bound term. This is done in 

one of two ways: either through Explicitation or 

Addition. 

Explicitation either involves expansion of the text or 

spelling out anything that is implicit in the Source 

Culture. The added material is latent in the Source 

Culture. It results into an ECR as part of the name of 

the ECR. 

This means that the added material is latent in the 

Source Culture. It results into an ECR as part of the 

sense or connotations of the term.  

 

Domesticating 

Strategies 

4. Direct 

Translation 

By means of this strategy nothing is added or 

subtracted and no effort is made to transfer Source 

Culture ties. Based on the outcome of the strategy, it is 

split into two subcategories: Calque and Shifted; the 

former produces a calque which is not familiar to 

target audience and it may sound odd to them, while 
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the latter produces a direct translation which refers to 

those terms that are widely shared by members in the 

Target Culture. 

 

5.Generalization This strategy means replacing a Culture-bound term 

referring to something specific by something more 

general. Typically, this may involve hyponymy or not. 

 

6. Substitution 

 

 

 

 

6.1 Cultural 

substitution 

 

 

6.2 Paraphrase 

This strategy involves removing the source culture-

bound term and replacing it with something else, 

either a different term or some sort of paraphrase, 

which does not necessarily involve a cultural term. 

This strategy consists of two subgroups: cultural 

substitution and paraphrase. 

 

This strategy means that the source culture-specific 

item is removed, and replaced by a different cultural 

term. 

 

This strategy involves rephrasing the source culture-

specific item, either through reduction to sense, or by 

completely removing all traces of the cultural term 

and instead using a paraphrase that fits the context. 

 

7. Omission As Toury (1995, p. 82), has pointed out, Omission is a 

valid translation strategy, and in the present model it 

simply means replacing the ST ECR with nothing. 

Adapted from Pedersen 2005 
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How can a subtitler choose among these strategies? Pedersen listed seven 

interacting and overlapping parameters affecting the choice. 

 

Figura 3 Pederesn's influencing parameters 

 

 Influencing parameters 

1.Transculturality The notion of transculturality has been developed by 

Wolfgang Welsch, who explained that cultures “are extremely 

interconnected and entangled with each other” (1994: 198) and with 

that  “it is necessary to think of culture as more than a juxtaposition 

of the familiar and the foreign” (196). Traditional terms 

“multiculturality” and “interculturality” both proceed from a model 

portraying cultures as self-contained, homogenous entities, where 

boundaries remain rigid and, though information can be freely 

exchanged, no modification takes place. On the contrary, the idea 

of transculturality takes into account both the inner complexities 

and variations characterising any cultures and the degree to which 

cultures are becoming inseparably linked with one another. 

Distinctions such as “foreign” and “familiar” are no longer accurate 

Transculturality 

Paratextual 

considerations 

Media-specific 

constraints 

Co-text 

Intersemiotic 

redundancy 

Extratextuality 

Centrality of 

reference 
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and reliable, largely because of the process of economic and 

communicative globalization. As for ECRs, their accessibility has 

widened and is not as culture-bound as it was before producing 3 

distinct major levels of transculturality: Transcultural ECRs, 

Monocultural ECRs and Microcultural ECRs: the first group 

includes ECRs that are “not bound to the Source culture, but which 

should be retrievable from common encyclopaedic knowledge of 

the Source Text and the Target Text audiences” (Pedersen, 2005); 

ECRs from the second group are less identifiable to the majority of 

Target Text audience and pretty recognisable by Source Text 

audience; the third group contains specialized or local ECRs which 

may hardly be known by the majority of ST audience (Pedersen, 

205).     

 

2.Extratextuality If an ECR exists outside the SourceText it is text external: a text 

external ECR is an ECR that exists in some culture, independent of 

the text at hand. 

 

3.Centrality of 

reference 

It has to do with whether an ECR is significant on the macro level 

or the micro level. In the first case the ECR is either the subject 

matter or a central theme of the Audio-visual product and it would 

be impossible not to render it through Retention or Official 

Equivalent (Pedersen, 2005). On the other hand, if an ECR is just 

mentioned in few passages and is not relevant to the understanding 

of the film, it may undergo any operations without undermining the 

overall meaning.  

 

4.Intersemiotic 

redundancy 

All of the 4 semiotic carriers - the non-verbal visual channel; the 

non-verbal audio channel; the verbal audio channel; the verbal 

visual channel (Gottlieb 1997:143) - engaged in the process of 

meaning-creation in polysemiotic texts do not perform their 

functions apart, instead they often overlap and relieve the subtitler 
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from the pressure “to provide the Target Text audience with 

guidance” (Pedersen 2005). 

 

5.Co-text Just like there may be overlapping between different channels, there 

may be overlapping elsewhere in the co-text: “If an ECR is 

disambiguated or explained at some point earlier or later in the co-

text, the subtitler does not have to perform the task at every point” 

(Pedersen 2005) 

 

6.Media-specific 

constraints 

The semiotic switch from the spoken to the written form leads to a 

formalization of the word in the Target Text. Indeed, often hybrid 

forms containing both oral and written language features arises. 

Another constraint is represented by time and space limits on the 

screen (Gottlieb 2004) 

 

7.Paratextual 

consideration 

This parameter is centred on translation situations and individual 

considerations that arises from answers to Para textual questions. 

(E.g. What are the national norm of subtitling?; When will the film 

be aired?; What is the age group?) (Pedersen 2005). 

Adapted from Pedersen 2005 
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4.5 Issues in translating “Doubles with slight Pepper” 

 

 

 

 

 

 

 

 

 

 

 

 

Nowadays the issue of cultural and linguistic purity is a well-established subject of dispute 

among Academic scholars and discordant positions have risen over the last decades though 

Bhabha’s theorization of the third space has been widely embraced. The question scholars 

have not answered yet is: How do we translate this hybrid space into a more defined and 

circumscribed language and culture? 

The studies cited on rendering culture and culture-bound elements in a foreign 

culture for a foreign audience, force us to review them, and, if possible, adapt them to the 

hybrid context provided by San Fernando in “Doubles with Slight Pepper”. At first sight, 

we, as subtitlers, realize that Transculturality and its subgroups need a sort of review due to 

the hybrid nature of the ECRs casted in the film that do not fit any of the 3 subgroups: 

 Figura 4 Doubles in Italy 
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where does doubles belong? And channa? What about coolies? Looking back at their 

definitions it can be easily acknowledged that none of them is embraced by Pedersen’s 

definition of Transculturality. Accordingly, a new subgroup with its own definition needs 

to be founded that be accountable of hybrid contexts such as Trinidad and Tobago.  

 

 

 

 

 

 

 

 

 

 

Hybrid ECR can be defined as: an ECR which meaning results from a process of continual 

contact between two or more cultures that led to the hybridisation of that particular 

Culture. The term is now bound to the Source Culture and is retrievable from common 

encyclopaedic knowledge of its members and is assumed to be unknown to Target Text 

audience. It often requires a certain degree of Explicitation or Paraphrase with sense 

transfer, otherwise it may remain obscure. Furthermore, it may be used with a totally 

different connotation in other cultures and so may be easily misunderstood.  

The second issue concerns what variety of Italian, Trinidad English Creole must be 

translated into. Translating it into either an informal or regional variety of Italian would 

lead to a deprival of linguistic dignity from a language that has been lately recognised as a 

standard variety with its own well-established grammatical, syntactic, morphological and 

phonetic norms. Furthermore in case the subtitler decided to exploit a pseudo-phonetic 

Figura 5 Transculturality adapted from Pedersen 2005 
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transcription to convey all the peculiarities of a variety,  comprehension would be affected 

negatively as Georgakopolulou (2009) remarks: 

The use of a pseudo-phonetic transcription to reproduce a regional or social dialect in subtitles, for 

instance, would not be helpful as it would hinder the readability of the text by adding to the reading 

time of the subtitle and also hinder the comprehension of the message by obscuring the style 

(Georgakopoulou 2009). 

Italian viewers must acknowledge the language they are hearing is as respectable as any 

other language varieties: Trinidad English Creole must cross the ocean untouched. As for 

the sole character that speaks Standard American English, the doctor, difference in accents 

will be perceived in the original oral script through the audio channel, and will be restated 

in a more formal rendering of the translated text in the subtitles. As a matter of fact, 

sometimes spoken features which are relevant to the characterisation of a character or the 

development of the plot may need to be rendered in subtitles by using more 

formal/informal grammatical patterns and vocabulary “in order to indicate education, 

regional dialect or social class of the character" (Georgakopoulou 2009). 
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5. “Doubles with Slight Pepper” - Script Translation 

 

  

Figure 6 Photo Credit: http://www.doubleswithslightpepper.com/photos/ 

Here follows my personal Italian version of the Original dialogue list of “Doubles with 

Slight Pepper”. The translated script is sided by the Original script in a traditional facing-

page translation to favour immediate comparison. A thorough analysis of the strategies 

exploited will be provided in the next chapter. Please notice the first and the second 

column provide timing in and timing out of the subtitles that can be enjoyed in the DVD 

attached. 
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Doubles with Slight Pepper 

00:01:05:16 00:01:08:09 I am a 104th generation Brahmin. 

00:01:10:08 00:01:11:12 That's a lie. 

00:01:12:19 00:01:16:12 I come from a long line of poor and stupid coolies. 

00:01:16:23 00:01:20:13 I work under the blazing hot sun for donkey years. 

00:01:24:23 00:01:25:17 Yeah man. 

00:01:26:05 00:01:26:23 That's me. 

00:01:53:17 00:01:54:10 Doubles! Doubles! 

00:01:57:07 00:01:58:08 Give me two with slight pepper. 

00:01:59:14 00:02:01:19 How's the doubles business going, boy? 

00:02:02:08 00:02:03:14 Used to be better. 

00:02:15:16 00:02:16:12 Six dollars. 

00:02:18:03 00:02:19:06 You don't make me out? 

00:02:23:09 00:02:25:04 Give me a hug up, I've come back. 

00:02:25:23 00:02:56:18 Look! 

00:02:26:18 00:02:28:10 Look what I brought for you. 

00:02:28:10 00:02:30:06 All the way from Toronto, look! 

00:02:32:06 00:02:33:03 Come now, man. 

00:02:33:03 00:02:34:20 I ain't eat nothing all day, boy. 

00:02:36:17 00:02:38:05 Alright... 

00:02:38:21 00:02:40:18 Just, just...give me a chance. 
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Doubles with Slight Pepper 

00:01:05:16 00:01:08:09 Sono un bramino di centoquattresima generazione 

00:01:10:08 00:01:11:12 E’ una bugia. 

00:01:12:19 00:01:16:12 Discendo da una lunga stirpe di poveri e stupidi coolies (schiavi indiani) 

00:01:16:23 00:01:20:13 Lavoro sotto il sole cocente da anni. 

00:01:24:23 00:01:25:17 Ebbene sì. 

00:01:26:05 00:01:26:23 Questo sono io. 

00:01:53:17 00:01:54:10 Doubles! Doubles! 

00:01:57:07 00:01:58:08 Dammene 2 leggermente piccanti. 

00:01:59:14 00:02:01:19 Come vanno le vendite ragazzo? 

00:02:02:08 00:02:03:14 Un tempo andavano meglio. 

00:02:15:16 00:02:16:12 Sei dollari. 

00:02:18:03 00:02:19:06 Non mi riconosci? 

00:02:23:09 00:02:25:04 Abbracciami su, sono tornato! 

00:02:25:23 00:02:56:18 Guarda! 

00:02:26:18 00:02:28:10 Guarda che ti ho portato. 

00:02:28:10 00:02:30:06 Direttamente da Toronto, guarda! 

00:02:32:06 00:02:33:03 Dai! 

00:02:33:03 00:02:34:20 Non ho mangiato niente tutto il giorno. 

00:02:36:17 00:02:38:05 Va bene... 

00:02:38:21 00:02:40:18 Dammi… dammi solo un’opportunità. 
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00:02:43:12 00:02:44:16 Wait...Wait, now boy. 

00:02:45:02 00:02:46:19 The shops will close soon. 

00:03:23:06 00:03:24:00 Ma! 

00:03:27:04 00:03:27:22 Ma! 

00:03:27:22 00:03:28:16 Hey! 

00:03:29:19 00:03:31:08 Look!  The scamp finally come back from Canada. 

00:03:32:02 00:03:33:04 Talk now now.   

00:03:33:04 00:03:34:10 The boy here.  Talk now. 

00:03:35:23 00:03:37:13 I always like your cooking, Sumintra. 

00:03:51:11 00:03:52:20 Why you doin' this? 

00:03:52:21 00:03:54:19 He needs a place to stay for a few days. 

00:03:55:03 00:03:55:20 So? 

00:03:56:10 00:03:56:22 So?! 

00:03:57:04 00:03:58:06 We use that time to get him  

00:03:58:08 00:04:00:15 to sign the house over to we. 

00:04:00:22 00:04:02:09 We have got to get him to do that. 

00:04:04:09 00:04:06:10 He not going to do that. 

00:04:06:13 00:04:08:02 He's a scamp yes. 

00:04:08:19 00:04:10:23 But, we need to get the land. 

00:04:10:23 00:04:12:09 Get what we deserve. 

00:04:21:11 00:04:22:13 Hey boy. So.   
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00:02:43:12 00:02:44:16 Aspetta...Aspetta. 

00:02:45:02 00:02:46:19 I negozi stanno per chiudere. 

00:03:23:06 00:03:24:00 Ma! 

00:03:27:04 00:03:27:22 Ma! 

00:03:27:22 00:03:28:16 Hey! 

00:03:29:19 00:03:31:08 Guarda!  Alla fine la canaglia è tornata dal Canada. 

00:03:32:02 00:03:33:04 Parla adesso.   

00:03:33:04 00:03:34:10 Il ragazzo è qui,  parla. 

00:03:35:23 00:03:37:13 Amo sempre la tua cucina, Sumintra. 

00:03:51:11 00:03:52:20   Perchè ti comporti così? 

00:03:52:21 00:03:54:19 Ha bisogno di un posto dove stare per qualche giorno. 

00:03:55:03 00:03:55:20 E quindi? 

00:03:56:10 00:03:56:22 Quindi?! 

00:03:57:04 00:03:58:06 Lo sfrutteremo per fargli  

00:03:58:08 00:04:00:15 firmare il trasferimento di proprietà della casa 

00:04:00:22 00:04:02:09 Dobbiamo farglielo fare. 

00:04:04:09 00:04:06:10 Non lo farà. 

00:04:06:13 00:04:08:02 E’ una canaglia, è vero. 

00:04:08:19 00:04:10:23 Ma abbiamo bisogno di prenderci il terreno. 

00:04:10:23 00:04:12:09 Di prendere ciò che ci spetta. 

00:04:21:11 00:04:22:13 Hey, allora…   
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00:04:22:13 00:04:24:21 How's business going these days boy? 

00:04:25:01 00:04:26:07 Not good.  

00:04:26:07 00:04:28:01 But you don't care. 

00:04:28:01 00:04:29:06 If doubles not selling,  

00:04:29:06 00:04:30:08 then something wrong. 

00:04:30:08 00:04:32:01 We used to have long line-ups.   

00:04:32:01 00:04:33:02 Remember that, Sumintra? 

00:04:33:08 00:04:34:17 I build this whole house  

00:04:34:17 00:04:35:18  on doubles money. 

00:04:36:14 00:04:37:21 All you must be change the recipe, because... 

00:04:38:18 00:04:40:09 What the hell you doing here? 

00:04:41:07 00:04:43:06 We living like you're dead for years. 

00:04:44:08 00:04:45:14 So just go and dead nuh? 

00:04:45:15 00:04:46:15 Leave we. 

00:04:47:14 00:04:49:04 I come back to make things right. 

00:04:50:11 00:04:52:10 Then sign over the house to me and Ma. 

00:04:52:22 00:04:53:16 Okay. 

00:04:53:23 00:04:54:17 Alright. 

00:04:55:08 00:04:56:02 No problem. 

00:05:00:13 00:05:01:20 You can't go back on your word, you know 

00:05:02:03 00:05:03:02 Not going back. 
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00:04:22:13 00:04:24:21 Come vanno gli affari di questi tempi ragazzo? 

00:04:25:01 00:04:26:07 Non bene.  

00:04:26:07 00:04:28:01 Ma non ti riguarda. 

00:04:28:01 00:04:29:06 Se i doubles non si vendono,  

00:04:29:06 00:04:30:08 Allora c’è qualcosa che non va. 

00:04:30:08 00:04:32:01 Un tempo avevamo code lunghissime.  

00:04:32:01 00:04:33:02 Ti ricordi, Sumintra? 

00:04:33:08 00:04:34:17 Ho costruito l’intera casa  

00:04:34:17 00:04:35:18  Con i soldi dei doubles 

00:04:36:14 00:04:37:21 Tutto quello che devi fare è cambiare la ricetta, perché… 

00:04:38:18 00:04:40:09 Che diavolo ci fai qui? 

00:04:41:07 00:04:43:06 Viviamo come se fossi morto da anni. 

 00:04:44:08 00:04:45:14 Così… morto e sepolto. 

00:04:45:15 00:04:46:15 Lasciaci in pace 

00:04:47:14 00:04:49:04 Sono tornato per mettere le cose a posto 

00:04:50:11 00:04:52:10 Allora firma il trasferimento di proprietà della casa a me e mamma. 

00:04:52:22 00:04:53:16 Ok. 

00:04:53:23 00:04:54:17 Va bene. 

00:04:55:08 00:04:56:02 Nessun problema. 

00:05:00:13 00:05:01:20 Non puoi rimangiarti la parola, lo sai. 

00:05:02:03 00:05:03:02 Non lo farò. 
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00:05:12:07 00:05:12:23 You're sure? 

00:05:13:06 00:05:14:00 Yeah. 

00:05:23:15 00:05:25:00 Why it so easy? 

00:05:27:01 00:05:27:19 You really want to know? 

00:05:29:03 00:05:29:21 OK. 

00:05:30:13 00:05:31:20 Come with me tomorrow. 

00:05:32:08 00:05:33:08 Tomorrow is Christmas Eve. 

00:05:33:10 00:05:35:02 It's a big day for business. You know that. 

00:05:36:08 00:05:37:20 How much you does make in a day, boy? 

00:05:41:11 00:05:42:05 Name it. 

00:05:42:14 00:05:43:08 I'll double it. 

00:05:43:20 00:05:44:14 Triple it. 

00:05:45:21 00:05:46:15 Okay. 

00:06:23:03 00:06:24:08 Hey! Hurry up in there. 

00:06:32:19 00:06:33:15 Alright in there? 

00:06:34:23 00:06:35:12 You okay? 

00:06:47:10 00:06:48:03 You okay? 

00:06:48:03 00:06:49:09 Sorry, to keep you so long, boy. 

00:06:53:20 00:06:54:18 We're going in here? 

00:06:55:03 00:06:55:20 Yeah, come. 

00:07:02:11 00:07:04:03 Have there been any changes since your arrival? 
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00:05:12:07 00:05:12:23 Ne sei sicuro? 

 00:05:13:06 00:05:14:00 Certo. 

00:05:23:15 00:05:25:00 Perché è stato così facile? 

 00:05:27:01 00:05:27:19  Lo vuoi sapere davvero?  

00:05:29:03 00:05:29:21 Ok. 

00:05:30:13 00:05:31:20 Vieni con me domani. 

00:05:32:08 00:05:33:08 Domani è la vigilia di Natale. 

00:05:33:10 00:05:35:02 E’ un gran giorno per gli affari. Lo sai. 

00:05:36:08 00:05:37:20 Quanto guadagni in un giorno? 

00:05:41:11 00:05:42:05 Dimmelo. 

00:05:42:14 00:05:43:08 Te lo raddoppio. 

00:05:43:20 00:05:44:14 Triplicalo 

00:05:45:21 00:05:46:15 Okay. 

00:06:23:03 00:06:24:08 Hey! Datti una mossa lì dentro. 

00:06:32:19 00:06:33:15 Va tutto bene? 

00:06:34:23 00:06:35:12 Ti senti bene? 

00:06:47:10 00:06:48:03 Ti senti bene? 

00:06:48:03 00:06:49:09 Scusa per averti fatto aspettare così tanto. 

00:06:53:20 00:06:54:18 Stiamo andando qui? 

00:06:55:03 00:06:55:20 Si, vieni. 

00:07:02:11 00:07:04:03 Hai notato qualche cambiamento dal tuo arrivo? 
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00:07:05:06 00:07:06:12 A bit of pain, but I could deal with that. 

00:07:07:01 00:07:08:18 but, I'm glad I have my son with me. 

00:07:09:12 00:07:10:15 What going on here? 

00:07:10:17 00:07:12:08 Your father has thrombocytopenia. 

00:07:12:21 00:07:13:09 Okay? 

00:07:13:20 00:07:14:14 It's a blood disorder. 

00:07:16:10 00:07:17:09 Have you told him? 

00:07:19:12 00:07:21:06 He has HH or Bombay Blood. 

00:07:22:10 00:07:23:16 Donors are very rare. 

00:07:24:05 00:07:25:14 You're a prime candidate. 

00:07:25:23 00:07:27:13 The situation is critical. 

00:07:28:09 00:07:29:18 You're a dirty man. 

00:07:51:21 00:07:53:05 You're applying too much pressure. 

00:08:03:07 00:08:06:07 You think I'm happy to see how you're all struggling? 

00:08:07:12 00:08:09:04 You think I really expect you to help me? 

00:08:11:02 00:08:13:03 Because I ruin everything for all of you. 

00:08:14:21 00:08:16:19 Things just didn't turn out the way I wanted. 

00:08:18:16 00:08:20:12 The way you wanted? 

00:08:23:02 00:08:25:05 You tell me to take over your stupid doubles stand. 

00:08:25:23 00:08:27:00 For a few months. 

00:08:27:12 00:08:28:06 Until you send for we.  
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00:07:05:06 00:07:06:12 Un pò di dolore, ma sopportabile. 

00:07:07:01 00:07:08:18 Ma, sono contento di avere mio figlio qui con me. 

00:07:09:12 00:07:10:15 Che succede? 

00:07:10:17 00:07:12:08 Tuo padre ha la trombocitopenia. 

00:07:12:21 00:07:13:09 Ok? 

00:07:13:20 00:07:14:14 E’ un disordine del sangue. 

00:07:16:10 00:07:17:09 Gliel’hai detto? 

00:07:19:12 00:07:21:06 Ha il genotipo HH o fenotipo Bombay. 

00:07:22:10 00:07:23:16 I donatori sono molto rari. 

00:07:24:05 00:07:25:14 E tu se un candidato primario. 

00:07:25:23 00:07:27:13 La situazione è critica. 

00:07:28:09 00:07:29:18 Sei un uomo lurido. 

00:07:51:21 00:07:53:05 Stai stringendo troppo. 

00:08:03:07 00:08:06:07 Pensi sia contento di vedervi stentare? 

 00:08:07:12 00:08:09:04 Pensi davvero che io mi aspetti che tu mi aiuti? 

00:08:11:02 00:08:13:03 Perchè io ho rovinato tutto. 

00:08:14:21 00:08:16:19 Le cose non sono andate come volevo. 

00:08:18:16 00:08:20:12 Come volevi? 

00:08:23:02 00:08:25:05 Mi dicesti di portare avanti il tuo stupido banchetto di doubles. 

00:08:25:23 00:08:27:00 Per qualche mese. 

00:08:27:12 00:08:28:06 Finchè ci avresti mandato dei soldi. 
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00:08:29:03 00:08:30:14 If you could look beyond all that 

00:08:30:21 00:08:31:20 and help me... 

00:08:32:06 00:08:34:10 I used to wonder what I would say to you. 

00:08:35:03 00:08:35:21 But, now? 

00:08:37:12 00:08:40:00 All I want to do is look you in the eye,  

00:08:40:00 00:08:42:15 And make sure I don't see myself. 

00:09:00:07 00:09:02:11 So keep that in a safe place. 

00:09:04:16 00:09:06:14 He sign it. We get the house. 

00:09:10:16 00:09:13:04 I wanted to start a roti and doubles shop in Canada. 

00:09:13:18 00:09:15:00 And the three of we woulda been running it. 

00:09:16:15 00:09:17:21 Selling only to white people. 

00:09:18:13 00:09:18:23 But instead, 

00:09:19:13 00:09:20:19 I end up in a basement apartment, 

00:09:20:23 00:09:22:08 living with two other people, 

00:09:22:13 00:09:24:05 washing dishes in a cafeteria. 

00:09:25:18 00:09:28:00 We still coulda lived like a family, ent? 

00:09:29:18 00:09:31:00 I keep telling myself, 

00:09:31:13 00:09:32:17 when I have enough money 

00:09:33:01 00:09:34:15 I will send for all of you. 

00:09:36:15 00:09:37:22 I still staying that. 

00:09:40:02 00:09:41:01 Lemme help you with that. 
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00:08:29:03 00:08:30:14 Se solo potessi metterci una pietra sopra 

00:08:30:21 00:08:31:20 e aiutarmi… 

00:08:32:06 00:08:34:10 Mi sono chiesto spesso cosa ti avrei detto. 

00:08:35:03 00:08:35:21 Ma adesso… 

00:08:37:12 00:08:40:00 Tutto quello che voglio è guardarti negli occhi  

00:08:40:00 00:08:42:15 Ed essere sicuro di non vederci me stesso. 

00:09:00:07 00:09:02:11 Tienile in un posto sicuro. 

00:09:04:16 00:09:06:14 Ha firmato. La casa è nostra. 

00:09:10:16 00:09:13:04 Volevo aprire un negozio di roti e doubles in Canada. 

00:09:13:18 00:09:15:00 e l’avremmo gestito noi 3. 

00:09:16:15 00:09:17:21 Vendere solo ai bianchi. 

00:09:18:13 00:09:18:23 E invece… 

00:09:19:13 00:09:20:19 sono finito in un sottoscala 

00:09:20:23 00:09:22:08 a vivere con altre 2 persone 

00:09:22:13 00:09:24:05 a lavar piatti in un cafè 

00:09:25:18 00:09:28:00 Avremmo ancora potuto vivere come una famiglia no? 

00:09:29:18 00:09:31:00 Continuo a ripetermi 

00:09:31:13 00:09:32:17 quando avrò abbastanza soldi 

00:09:33:01 00:09:34:15 li manderò a voi. 

00:09:36:15 00:09:37:22 Lo penso ancora. 

00:09:40:02 00:09:41:01 Lascia che ti dia una mano. 
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00:09:41:07 00:09:42:16 Check that channa. 

00:09:48:17 00:09:51:07 You never tell this boy about we secret ingredient? 

00:09:51:14 00:09:53:08 You always made the channa. 

00:09:54:18 00:09:55:16 Honey...look. 

00:09:55:22 00:09:56:14 Watch. 

00:09:57:23 00:09:58:15 I telling you. 

00:09:58:23 00:10:00:04 Hey man, you'll spoil the thing. 

00:10:00:05 00:10:03:00 This will give it a sweet taste. 

00:10:07:14 00:10:38:08 Check it. 

00:10:23:05 00:10:24:07 I telling you. 

00:11:52:10 00:11:53:10 What happen? What happen? 

00:11:55:13 00:11:56:06 Pa! 

00:11:56:06 00:11:57:07 Ma, ma.  He's sick. 

00:11:57:09 00:11:58:16 He's real sick. 

00:11:58:18 00:11:59:14 Oh god.  Oh god! 

00:12:00:16 00:12:02:00 You'll be alright, pa. 

00:12:04:05 00:12:05:09 You'll be okay. 

00:12:05:21 00:12:07:10 Cool yourself, Pa. You'll be alright. 

00:12:09:05 00:12:10:14 Okay, you'll need to sign 

00:12:10:14 00:12:12:06 the blood test and transfusion forms. 

00:12:13:19 00:12:15:10 We'll give you guys a couple of minutes. 
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00:09:41:07 00:09:42:16 Dà un occhio a quei ceci. 

00:09:48:17 00:09:51:07 Non hai mai detto al ragazzo del nostro ingrediente segreto? 

00:09:51:14 00:09:53:08 Hai sempre fatto tu la channa! 

00:09:54:18 00:09:55:16 Miele...guarda. 

00:09:55:22 00:09:56:14 Ecco. 

00:09:57:23 00:09:58:15 Ti dico... 

00:09:58:23 00:10:00:04 Hey, lo rovinerai. 

00:10:00:05 00:10:03:00 …che questo gli darà un sapore dolce. 

00:10:07:14 00:10:38:08 Assaggia. 

00:10:23:05 00:10:24:07 Te l’ho detto. 

00:11:52:10 00:11:53:10 Che ti prende? Che t i prende? 

00:11:55:13 00:11:56:06 Pa! 

00:11:56:06 00:11:57:07 Ma, ma.  Sta male. 

00:11:57:09 00:11:58:16 Sta molto male. 

00:11:58:18 00:11:59:14 Oh Dio.  Oh Dio! 

00:12:00:16 00:12:02:00 Andrà tutto bene, pa. 

00:12:04:05 00:12:05:09 Starai bene. 

00:12:05:21 00:12:07:10 Rilassati, pa. Andrà tutto bene. 

00:12:09:05 00:12:10:14 Ok, devi firmare 

00:12:10:14 00:12:12:06 I moduli per le analisi e la trasfusione del sangue. 

00:12:13:19 00:12:15:10 Vi daremo un paio di minuti. 
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00:12:15:14 00:12:16:20 But, we have to move quickly, OK? 

00:12:28:07 00:12:29:09 Look at me. 

00:12:30:06 00:12:31:18 Completely useless. 

00:12:34:04 00:12:34:22 Sumintra... 

00:12:36:04 00:12:37:13 I want to taste we doubles. 

00:12:39:21 00:12:40:23 You can't have that now. 

00:12:40:23 00:12:42:03 You're going for operation. 

00:12:43:01 00:12:44:00 Give me a piece. 

00:12:44:00 00:12:44:18 Please. 

00:12:47:06 00:12:48:23 Just give me a piece. 

00:12:49:06 00:12:50:20 Break off a little piece. 

00:12:58:23 00:13:00:05 Yes... 

00:13:02:00 00:13:03:15 That is the taste. 

00:13:05:00 00:13:07:16 You was a little little boy, 

00:13:07:21 00:13:08:18 but still, you say,  

00:13:09:04 00:13:09:21 Pa! 

00:13:10:07 00:13:11:08 I want one... 

00:13:11:17 00:13:13:02 with slight pepper. 

00:13:17:06 00:13:18:00 Hold on 

00:13:27:23 00:13:28:17 You know, 

00:13:31:20 00:13:32:14 Dhani,   
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00:12:15:14 00:12:16:20 Ma dobbiamo sbrigarci, ok? 

00:12:28:07 00:12:29:09 Guardatemi. 

00:12:30:06 00:12:31:18 Completamente inutile. 

00:12:34:04 00:12:34:22 Sumintra... 

00:12:36:04 00:12:37:13 Voglio assaggiare I nostri doubles. 

00:12:39:21 00:12:40:23 Non puoi adesso. 

00:12:40:23 00:12:42:03 Stai per essere operato. 

00:12:43:01 00:12:44:00 Dammene un pezzo. 

00:12:44:00 00:12:44:18 Per favore. 

00:12:47:06 00:12:48:23 Solo un pezzo. 

00:12:49:06 00:12:50:20 Spezzane un pezzettino. 

00:12:58:23 00:13:00:05 Si... 

00:13:02:00 00:13:03:15 Questo è il sapore. 

00:13:05:00 00:13:07:16 Tu eri un bimbo 

00:13:07:21 00:13:08:18 ma già dicevi 

00:13:09:04 00:13:09:21 “Pa! 

00:13:10:07 00:13:11:08 Ne voglio uno 

00:13:11:17 00:13:13:02 leggermente piccante.” 

00:13:17:06 00:13:18:00 Aspetta. 

00:13:27:23 00:13:28:17 Lo sai 

00:13:31:20 00:13:32:14 Dhani  
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00:13:34:01 00:13:36:11 I did make the first doubles, 

00:13:36:11 00:13:37:22 that you ever try. 

00:13:39:20 00:13:40:20 You teach me to make doubles. 

00:13:41:13 00:13:42:09 My boy, 

00:13:43:12 00:13:44:13 the doubles man. 

00:14:09:03 00:14:10:05 It getting late, you know? 

00:14:10:05 00:14:11:13 I think you better go home. 

00:14:13:08 00:14:14:23 No.  I'm not leaving you here. 

00:14:15:03 00:14:15:23 I'm not leaving him here. 

00:14:16:05 00:14:17:01 I'm staying. 

00:14:17:12 00:14:18:09 Ma, look at the time already. 

00:14:18:18 00:14:20:15 Tomorrow is Christmas. It's Christmas Eve. 

00:14:21:02 00:14:22:08 It have plenty of things to do home. 

00:14:24:10 00:14:25:11 You'll eat the doubles, right? 

00:14:26:00 00:14:26:16 Yes, ma. 

00:14:35:14 00:14:37:11 We found the source of the bleeding and stopped it. 

00:14:38:03 00:14:39:14 So, he's out of immediate danger. 

00:14:41:22 00:14:44:18 But, he still needs a compatible donor. 

00:14:47:08 00:14:49:06 Your blood doesn't match. 

00:14:50:17 00:14:55:05 Dhani, is there anyone else in the family who could be a donor? 

00:15:23:21 00:15:26:02 I am a 104th generation Brahmin. 



 

 

101 

 

00:13:34:01 00:13:36:11 Io ho fatto i primi doubles  

00:13:36:11 00:13:37:22 che tu abbia mai assaggiato 

00:13:39:20 00:13:40:20 Mi hai insegnato tu a fare i doubles. 

00:13:41:13 00:13:42:09 il mio ragazzo 

00:13:43:12 00:13:44:13 l’uomo dei doubles. 

00:14:09:03 00:14:10:05 Si sta facendo tardi sai? 

00:14:10:05 00:14:11:13 Penso che è meglio che te ne vai a casa. 

00:14:13:08 00:14:14:23 No. Non ti lascio qui. 

00:14:15:03 00:14:15:23 Non lascio lui qui. 

00:14:16:05 00:14:17:01 Resto. 

00:14:17:12 00:14:18:09 Ma, guarda che ora è. 

00:14:18:18 00:14:20:15 Domani è Natale. E’ la vigilia di Natale. 

00:14:21:02 00:14:22:08 Ci sono un sacco di cose da fare a casa. 

00:14:24:10 00:14:25:11 E tu mangi i doubles, ok? 

00:14:26:00 00:14:26:16 Si, ma. 

00:14:35:14 00:14:37:11 Abbiamo trovato la fonte del sanguinamento e l’abbiamo fermata. 

00:14:38:03 00:14:39:14 Quindi è fuori pericolo immediato. 

00:14:41:22 00:14:44:18 Ma ha ancora bisogno di un donatore compatibile. 

00:14:47:08 00:14:49:06 Il tuo sangue non corrisponde. 

00:14:50:17 00:14:55:05 Dhani, c’è qualcun altro in famiglia che potrebbe fare da donatore? 

00:15:23:21 00:15:26:02 Sono un bramino di centoquattresima generazione. 
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00:15:27:22 00:15:29:04 That's a lie. 

00:15:30:01 00:15:33:03 I come from a long line of poor and stupid coolies. 

00:15:34:07 00:15:36:10 They work under the blazing hot sun for donkey years, 

00:15:36:21 00:15:39:05 making English man rich rich. 

00:15:40:10 00:15:42:05 They make children that do the same thing. 

00:15:43:11 00:15:45:05 That's me. 
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00:15:27:22 00:15:29:04 E’ una bugia. 

00:15:30:01 00:15:33:03 Discendo da una lunga stirpe di poveri e stupidi coolies (schiavi indiani) 

00:15:34:07 00:15:36:10 Lavorano sotto il sole cocente da anni, 

00:15:36:21 00:15:39:05 rendendo gli uomini inglesi ricchissimi. 

00:15:40:10 00:15:42:05 e fanno fare ai figli la stessa cosa. 

00:15:43:11 00:15:45:05 Questo sono io. 
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6. “Doubles with Slight Pepper” Subtitles’ Analysis 

6.1 Rendering “Doubles” in Italian subtitles 

By recalling the previous discourse on equal dignity of Creoles and varieties of the same 

language, all the more so if it is a Standard one, the choices made can be accepted without 

reserve. The variety of Italian used to translate the dialogue mostly in Trinidadian English 

Creole, is the Standard one, with the exception of some segments where more informal 

elements corrupt the structure to convey the character and the social role of the characters. 

Colloquial abbreviations expressing affectionate relationships such as “Ma” and “Pa” have 

been retained as both intelligible by the Italian audience
28

 and relevant to the characters’ 

characterization. In fact, as it was stated in the first chapter, the term “Pa” does not come 

up until the moment when Ragbir and Dhani put aside their conflict. Its relevance in the 

creation of the overall meaning is fundamental as it marks a watershed between their 

conflicting relation and a new appeased one. In line with this assumption over characters’ 

characterization, what would commonly be translated into “cosa” in more formal Italian 

register, has been transposed as “che”. The same line of reasoning led us to translating 

“scamp” into “canaglia” – featuring a more negative connotation and a reduced usage in 

everyday Italian - rather than a more generic “furfante”. Simplification has been adopted 

for verbs as well, by translating literally a Past Simple into “Imperfetto” where Perfect 

Conditional, and accordingly “Condizionale Passato” in Italian, would have been correct in 

Standard varieties. Besides, with regards to what has been asserted before about 

internationally intelligible terms which are commonly not reported in subtitles, it was 

considered appropriate to transfer them in a written form to provide viewers an overall 

Italian version of the script.   

Another problem derives from the reliance of Trinidad English Creole on the 

context for interpretation as in renowned High Context cultures as it has been shown in the 

2
nd

 chapter. Thus many choices concerning verb tenses have been based on the context of 

situation, with verbs consequently undergoing a double process of translation: 

 

Trinidad English Creole   Standard English   Italian 

                                                 
28 This is the exemplification of a foregnising strategy producing a domesticating effect in the viewer. 
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Then, as we have noticed, ECRs are indispensable and must be retained to have 

viewers acknowledge the existence of such a culture that produced such peculiar terms. 

However, by applying the greatest of the foregnising strategy, Retention, the subtitler may 

consider appropriate to balance the dialogue through the employment of domesticating 

strategies. Schleirmacher (1813) maintains that translation strategies may be gathered in 

two macro-groups: foregnising translation and domesticating translation. The scholar 

prefers foregnising translation over domesticating translation for the stimulus it provides to 

the reader who strives to make sense of alien concepts. However, an extremely foregnising 

translation may affect naturalness and fluency, thus betraying the original effect produced 

by the Source Text in the Source Culture. For this reason, the translator must balance both 

strategies by applying them in a pondered way to avoid either bewilderment (excess of 

foregnisation) or passivity (excess of domestication) in the viewer (Morini 2007). For this 

reason literal translation has been avoided in some instances in favour of a choices 

triggering comfortableness in the Italian viewer, by moving the Source culture towards 

him/her. Some examples of this choice are English gerund translation into Italian present 

tense and the insertion of Italian idioms in place of English ones. As a matter of fact, when 

it comes to idioms literal translation is advised against, whereas replacement by a Target 

Culture’s functional equivalent is suggested (Morini 2007).   

The following charts present translation’s strategies put to use in subtitling 

“Doubles with Slight Pepper” supported by real examples from the short-film. 

 

 Lowering Register 

 Source Language Target Language 

1 Come now, boy.   Dai. 

2 Look what I brought for you! Guarda che ti ho portato 

3 Things just didn’t turn out the way I wanted Le cose non sono andate come volevo 

4 The way you wanted Come volevi? 

Lowering Register Table 
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 Domesticating through Retention 

 Source Language Target Language 

1 Hey   Hey 

2 Ma   Ma 

3 Pa Pa 

Domesticating Table 

 

 Verbs’ conjunction through context clues 

 Source Language Target Language 

1 Look! The scamp finally come back from 

Canada. 

Guarda! Alla fine la canaglia è tornata 

dal Canada 

2 I build this whole house on doubles money. Ho costruito l’intera casa con I soldi dei 

doubles 

3 I come back to make things right. Sono 106ngredi per mettere le cose a 

posto. 

4 Because I ruin everything for all of you. Perchè io ho rovinato tutto. 

5 You tell me to take over your stupid doubles 

stand, until you send for we. 

Mi dicesti di portare 106ngred il tuo 

stupido banchetto dei doubles 

6 He sign it. We get the house. Ha firmato. La casa è nostra 

7 I end up in a basement apartment Sono finite in un sottoscala 

8 You never tell this boy about we secret 

ingredient? 

Non hai mai detto al ragazzo del nostro 

106ngredient segreto? 

9 I did make the first doubles that you ever try Io ho fatto I primi doubles che tu abbia 

mai assaggiato 

10 You teach me to make doubles Mi hai insegnato tu a fare I doubles 

Verbs’ conjunction through context clues’ Table 
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 Idioms substitution 

 Source Language Target Language 

1 So just go and dead nuh? Così… morto e sepolto 

Idioms substitution’ Table 

 

 Domesticating through Generalisation 

1 Source Language Target Language 

2 Channa Ceci 

Domesticating through Generalization’s Table 

 

 Foregnising through Retention 

 Source Language Target Language 

1 Channa Channa 

2 Doubles Doubles 

Foregnising through Retentions’ Table 

 

 Foregnizing through Official Equivalent 

 Source Language Target Language 

1 Brahmin Bramino 

Foregnising through Official Equivalent’s Table 

 

6.2 Analysis of the Hybrid ECRs in “Doubles with Slight Pepper” 

6.2.1 Brahmin 

Oxford Dictionaries’ definition: NOUN 1. variant spelling of Brahman (A member of the 

highest Hindu caste, originally that of the priesthood). 2. US A socially or culturally 

superior person, especially one from New England 

Wiwords’ definition: - 

http://www.oxforddictionaries.com/definition/english/Brahman#Brahman__3
http://www.oxforddictionaries.com/definition/english/Brahman#Brahman__3
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In translation the subtitler can fortunately take advantage of the Italian Official equivalent 

of Brahmin, “Bramino”. Though not belonging to a common shared encyclopaedic 

knowledge and some may not understand the reference, the word “Bramino is part of the 

Italian language and is inscribed in famous and renowned dictionaries: 

Treccani definition:  s. m. – Variante di brahmano o bramano. ◆ Analogam. è usato talora 

bramìnico per brahmanico. 

Thus, the subtitler cannot overlook it and must choose necessarilt substitution by Official 

Equivalent. Nevertheless, as evident from Oxford dictionaries’ definition above, problems 

may arise in translation for New England’s audience, since brahmin may be endowed with 

the additional connotation of “superior person” as witnessed by the following picture:   

 

Bramino 

Figura 7 Brahmin translation 
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              Figura 8 Photo Credit: http://izquotes.com/quote/306832 

 

6.2.2 Doubles 

Oxford Dictionaries’ definition: - 

Wiwords’ definition: Doubles is a sandwich made with two flat fried breads, called bara, 

filled with chick peas, also known as channa. Topped with chutney and pepper sauce. 

Commonly used for breakfast. 

This delicacy is the most popular street food in Trinidad and Tobago as it is usually eaten 

for breakfast, sometimes lunch, and as late night snack as well. It is a sandwich made up of 

two bara (flat fried bread) filled with channa (curried chick peas), topped to one’s taste 

with mango, shadon beni, cucumber, coconut, tamarind, and extra pepper sauce (ranging 

from a dash "slight" to much more). Bara is made of flour, baking powder, salt, and 

ground turmeric (which give it its yellow colour). It is flattened to a thin round disk about 5 

to 8 centimetres in diameter and fried until golden brown. The bara is then filled with the 

channa ready to be sold. 2 Doubles cost approximately $6TT, $1US, or £0.60GBP. 

As a famous website
29

 promoting Trinidadians product maintain “it is difficult to 

separate fact from fiction concerning the origin of Trinidad doubles”. As a matter of fact, 

while some claim that doubles is an adaptation of chole-bhature, an East Indian delicacy, 

some strongly believe doubles is a sheer Trinidadian innovation. The first hypothesis is 

backed by the fact chole-bhature is commonly sold pre-wrapped and filled with a variety 

of creams that perhaps inspired first channa’s vendors. As soon as Indian labourers were 

                                                 
29 (http://www.amazing-trinidad-vacations.com last accessed on 02/06/14) 

http://en.wikipedia.org/wiki/Street_food
http://en.wikipedia.org/wiki/Trinidad_and_Tobago
http://en.wikipedia.org/wiki/Sandwich
http://en.wikipedia.org/wiki/Chick_pea
http://en.wikipedia.org/wiki/Mango
http://en.wikipedia.org/wiki/Eryngium_foetidum
http://en.wikipedia.org/wiki/Cucumber
http://en.wikipedia.org/wiki/Coconut
http://en.wikipedia.org/wiki/Tamarind
http://en.wikipedia.org/wiki/Pepper_sauce
http://www.amazing-trinidad-vacations.com/
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freed from their indentured jobs, many chose to stay in Trinidad thus leaving forever their 

“Mother-India”. Soon many of them set up stalls where they sold anything that could be of 

interest and let them make a fast buck. Among these, they used to sell fried and curried 

channa in paper cones. The legend narrates that a ground-breaking event occurred when a 

vendor was lighted up by the revolutionary idea of adding a bara.  The vendor soon met 

with an unexpected success and others did not wait to copy him. Often customers were not 

happy with a unique bara and asked to “double up” on the bara, thus spontaneously giving 

rise to the name doubles – flavoured with a typical Trinidadian “s”. Finally, doubles seems 

to be “both a creation of the East Indian entrepreneurial spirit, and a uniquely Trinidadian 

dish of which all Trinidadians should be proud”.
30

  

This story takes nothing away from India being the inspiration, or origin of Trinidad Doubles, but 

rightly gives credit to the creativity of early entrepreneurs, Trinidadians by choice and birth, who, 

through their joint efforts, developed a unique, inexpensive, and delicious street food so suited to 

Trinidad and Tobago”
31

 

In our subtitling work, so, we cannot overlook the historical background contained in this 

simple food that is surrounded by a sort of “aura”. Just like in other cultures, here food is 

the expression of an identity, and more precisely a hybrid one. As it has been shown, in 

fact, doubles’ origin is still discussed among Trinidadians.  

Food is central to our sense of identity. The way any given human group eats help it assert its 

diversity, hierarchy and organization, but also, at the same time, both its oneness and the otherness of 

whoever eats differently. 

Here, some potential terms that may fit the Italian translation are shown: 

 

                                                 
30 (http://www.amazing-trinidad-vacations.com last accessed on 02/06/14) 

31 (http://www.amazing-trinidad-vacations.com last accessed on 02/06/14) 

 

http://www.amazing-trinidad-vacations.com/
http://www.amazing-trinidad-vacations.com/
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Figura 9 Doubles possible translations 

 

Most of the ingredients needed for the preparation of these foods match, nevertheless they 

refer to specific delicacies in a culture that have nothing to do with doubles. Thus, by using 

one of them, the viewer’s mind would trigger an image that does not fulfil our intention of 

bringing a piece of Trinidad and Tobago to Italy.  The viewer’s passivity would be 

encouraged and the most crucial element of the film would pass unnoticed. In some cases 

the translator is allowed to violate the original reference if the ECR is marginal, but we 

would be betraying the deep meaning of the film when substituting or omitting doubles. 

One of the strategies allowed to the translator is the selection of the 

nuclear/diagnostic/accidental contents: 

Se nella traduzione vogliamo far risaltare un aspetto dell’originale che a noi appare importante, ciò 

può accadere solo, talvolta, a patto di lasciare in secondo piano o addirittura eliminare altri aspetti 

pure presenti. Ma questo è proprio ciò che chiamiamo interpretazione, in quanto però [il traduttore] 

non sempre è in condizioni di esprimere tutte le dimensioni del testo il suo lavoro implica anche una 

continua ricerca. (Gadamer 1960 tr. It.:351) 

Here follows a series of charts featuring the application of different translation strategies 

on doubles till a definitive solution. In the first frame we cannot see the content of the box 

on the bike yet, but we can easily infer that the boy sells something called doubles. 
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# Visual Frame 

1 

 

2 

 
3 
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4 

 

5 

 

In the chart above doubles’ composition is revealed to the audience in a 4-frame sequence. 

Though if not in its complexity of ingredients, the viewer will now on recognize doubles 

and refer the term to its visual correspondent by means of what Gottlieb calls Inter-

semiotic redundancy. Subtitles differ from the common notion of Target Text, because 

they are part of a poly-semiotic text comprising images and sounds. Subtitling is additive 

(Gottlieb 1997: 141), it adds information, unlike literary translation or dubbing. Gottlieb 

distinguishes four distinct channels contributing to the final poly-semiotic product:  

 The non-verbal visual channel: pictures 

 The non-verbal audio channels: music and sounds 

 The verbal audio channel: dialogues 
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 The verbal visual channels: signs 

Each of them is a semiotic information carrier and next to never acts independently, 

conversely overlapping often occur producing “Intersemiotic redundancy” that is, for 

example, “when something is referred to in the dialogue and at the same time clearly 

visible in the picture”. In our case the mention of Doubles and their visual image do not 

overlap, nevertheless with a minimum or almost inexistent effort the viewer grasps the 

correspondence between the words he heard or read (Doubles! Doubles!) and what the boy 

picks up from the plastic box. The chart below features all the occurrences when the ECR 

doubles comes up. 

# Visual Frame 

1 

 
2 
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3 

 

4 

 
5 
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6 

 
7 

 
8 
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9 

 

The net is so overflowed with articles on doubles that it may be easily inferred that it 

means for Trinidadians what pizza means for Neapolitans (old tradition, street trading, 

elementary ingredients and so on). My opinion is that the title “Doubles with slight 

pepper” results very suggestive and exotic in the eyes of an European viewer and is 

relevant to the plot of the film, but at the same time its deep meaning might be fleeing and 

ungraspable to a viewer with no knowledge of Trinidadian culture. In fact, as Ian 

Harnarine explained, the title itself stands for a lot more than this elementary food may 

suggest: 

I wanted a title that was somewhat vague, but after watching the film, it would make perfect sense. 

I've always enjoyed titles like that (for example: The Squid and the Whale). I knew that the vast 

majority of people would not understand the title, which is true. However, I also like the fact that a 

few people (Trinidadians) would get it from the beginning. 

1) I really like doubles! 

2) it's one of the few uniquely Trinidadian things. There's not much happening in Trinidad, but 

doubles are eaten by everyone, regardless of class and race. It's a truly democratic and universal food. 

3) Doubles are also a metaphor in the film. It's the one thing that this entire family has in common and 

also they are divided, doubles is the thing that will ultimately keep them together. 

Thus, apart from personal taste, three critical factors brought the author to entitle his 

product the way he did: 

 The sense of belonging to Trinidad and Tobago: some countries boast 

monuments, sculptures, paintings and works of art of any nature that help 

shape and strengthen that national identity that every citizen embraces and 
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see himself as part of it. Trinidadians, as Ian Harnarine suggested, can ill 

afford to show off majestic works but only rely on a fried piece of bread 

filled with cheak peas as a proof of their existence 

 A first-hand and heart-felt political involvement: doubles have a unifying 

power and might represent a symbol for democracy. Everybody enjoys it 

and can afford it without any class or race distinction. 

 The element that gives homogeneity and coherence to the plot: everything 

revolves around doubles, from the very beginning to the final scene. 

 

6.2.3 Channa 

Oxford Dictionaries’ definition: Chickpeas, especially when roasted and prepared as a 

snack. 

Wiwords’ definition: Chick Peas; Edible legumes also known as garbanzo beans. 

Commonly eaten curried or fried. 

Before coping with this further crisis point, let’s have a look at channa’s ingredients
32

 to 

better approach the problem: 

 1 (16oz) tin - channa (chick peas or garbanzo beans) 

 1 teaspoon - ground coriander 

 1 tablespoon - ground geera (cumin, preferably roasted) 

 2 tablespoons - cranola oil 

 1 small – onion 

 4 cloves – garlic 

 2 tablespoons – chive 

 ½ teaspoon - turmeric powder 

 ½ teaspoon each - salt and black pepper (adjust to taste) 

On the basis of this list the translator can make some conjectures about a term that can 

convey the same meaning, though, at first sight, none Italian dish includes exactly the same 

                                                 
32 Recipe from the website: http://www.food.com/recipe/trini-doubles-caribbean-fried-dough-and-chickpea-

sandwiches-232226 
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types and quantities of ingredients. If we have a look at the image, an Italian may recognise 

a chickpeas soup out-and-out with the only exception that it is flavoured with a Trinidadian 

touch that must be preserved in translation so as not to deprive it of its cultural value. On 

the basis of the ingredients and the various cooking methods applicable to the dish, here 

are some tentative translations that, however, betray the cultural resonances the food owes.  

 

Figura 10 Potential Translations of Channa 

 

In the first and third frame channa makes its first appearance onto the screen, providing a 

further crisis point to the subtitler. Though translating both of them using the same strategy 

may result easier, I believe that by means of two different strategies comprehension would 

be perfect. As it will be showed it reveals itself as the most convincing 

strategy/combination to bring channa to Italian viewers compared to the alternatives 

involving either glosses or direct translation. As a matter of fact, if we applied sole direct 

translation thus presenting the viewer the delicacy as zuppa di ceci, not only we would 

betray the reference, for it is not what we regard as zuppa di ceci in Italy, but we would 

also suffocate any incentives to make a research on the term on the part of the viewer. 

# Visual Frame 
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1 

 
2 

 

Whether it may be useful to have a clearer idea about how the screen appears with glosses, 

even though the hypothesis has been already discarded, direct translation need not be 

presented since the sole usage of any of the possible translations above is too reductive. 

Conversely, in the analysis’ respect, it may be useful to analyse another strategy that may 

be acceptable before getting to the final solution. I am referring to Pedersen’s Retention 

(that entails the transposition of the original ECR as it appears in the original language), for 

the gap between viewers and the cultural reference would be filled through the aid coming 

from the visual level. Thus, the same logic valid for doubles is here applied to channa. As 

a matter of fact, chickpeas will be easily spotted by any viewers, and in case the term 

channa aroused curiosity in some, they are free to make personal researches later. 
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# Visual Frame 

1 

 
2 

 
3 
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Nonetheless, my personal appreciation falls onto this last combined strategy. Let’s recall 

Pedersen subtitles rendering strategies and focus on Retention and Generalization in 

particular. By applying Generalization through ceci in the first frame, Target Culture 

audience would access the very basic ingredient the delicacy is made of, losing the cultural 

echoes of the term. However, this partial loss would be recovered in the third frame 

through the employment of the most Source Language-oriented strategy: Retention. By 

mentioning the fundamental ingredient the Target Language audience burst into the Source 

Culture missing the original reference, that is recovered two frames later. Accordingly, at 

first the audience is given understanding of the real essence of the ECR through 

Generalization, and is then catapulted into the Caribbean world by way of Retention.  

# Visual Frame 

1 

 
2 
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3 

 

As we can notice from the screen-shots above, the conversation flows smoothly in Italian 

as we hardly ever name the official recipe when cooking in so familiar an environment. 

Thus, the context provided for the dialogue allows the translator to make such a choice in 

favour of the Italian audience’s understanding. They might not ever know that channa 

includes such a variegate list of ingredients, at the same time they would know for sure that 

ceci are employed as main ingredient. In conclusion, the culture bump is dodged by means 

of a strategy that involves more than one frame. 

 

6.2.4 Coolies  

Oxford dictionaries’ definition: NOUN (plural coolies) dated or offensive an 

unskilled native labourer in India, China, and some other Asian countries. Offensive A 

person from South or East Asia. Origin mid 17th century: from Hindi and Telugu kūlī 'day 

labourer', probably associated with Urdu ḳulī 'slave'. 

Wiwords’ definition: A person of East Indian ancestry. Most Caribbean people of 

East Indian descent can trace their roots back to indentured workers imported by the 

British in the 19th century after the abolition of slavery. The term coolie derives from 

Hindi word kuli (क़ु ली). Or perhaps to the Tamil word for a payment for 

work, kuli (கூலி).[3][4] An alternative etymological explanation is that the word came 

http://en.wikipedia.org/wiki/Coolie#cite_note-oed_full-3
http://en.wikipedia.org/wiki/Coolie#cite_note-oed_full-3
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from the Urdu qulī (क़ु ली, لی  which itself could be from the Turkish word for ,(ق

slave, qul.[3] The word was used in this sense for labourers from India. 

 

Figura 11 Photo Credit: http://www.soentpiet.com/coolies.htm 

As we notice, coolie is a term loaded with a massive amount of historical context to it, 

which once again, most European people wouldn't understand. After slaves revolted on 

sugar plantations in the Caribbean, the British needed people to work the sugar cane fields. 

Because India was under British Rule, it was a natural thing to bring in Indians to the 

Caribbean to work those fields as indentured servants. The Indians that were imported 

were usually the lowest of the low, the poorest. These people had nothing to lose by 

leaving India and left for an opportunity. In addition in current Trinidadian context it is 

loaded with a very derogatory connotation, probably similar to the n-word for African-

Americans. Thus the use of the term brahmin, which is one of the highest castes in Indian 

Culture, is at the same time made in reference to all the violence and grief hidden behind 

such a simple word. Accordingly, it may be supposed that Dhani would love to regard 

himself as a member of the highest caste, but when life brings him back to reality he is 

constrained to admit his true lineage is that of proletarian Indian people. That is why Ian 

Harnarine uses the word coolie, as he revealed in answer to one of the emails where I 

expressed my perplexities in dealing with such an echoing term: 

http://en.wikipedia.org/wiki/Coolie#cite_note-oed_full-3
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The term "coolie" is extremely controversial now. You do know the original meaning of the word, 

which were labourers. However, in modern use and ESPECIALLY in the Caribbean, it's a very 

derogatory term. It's quite similar to "nigger" for African-Americans, or "wop" for Italian-Americans. 

So I'm not sure if there is a proper translation for the word that would encapsulate all of the cultural 

references the word makes. 

How can such an incredible mixtures of historical and social resonances encapsulated in 

just one 6-letter term cross the Ocean and reach the European audience unaltered? Let’s 

analyse some of the solutions until the one believed suitable even though not perfect.  

Two of them may be provided by the addition of an headnotes or glosses featuring 

within brackets the most basic Italian translation of the term. The most significant 

disadvantage deriving from the use of this technique is no doubt represented by the 

diversion of the attention from the main action.  

Against habit, viewers are here meant to read first the information that appears at the bottom of the 

screen and then raise their eyes to the top of the screen to start reading the metalinguistic information 

about the translation. By analogy to footnotes, these new subtitles could be called headnotes or top 

notes. (Jorge Diaz Cintas, 2005) 

This brings to surface one of the most controversial and debated issues surrounding the 

field of Audio-visual Translation: Can translators resort “to metalinguistic devices such as 

footnotes, prologues or after-words in order to justify their solutions? (Jorge Díaz Cintas, 

2005) Traditionally interlingual subtitling was marked by the imperative of having to 

synchronize original dialogues and subtitles keeping within a maximum limit of two lines 

per subtitle, as direct consequence of “the widespread belief that the best subtitles are the 

ones that are not noticed” (Jorge Diaz Cintaz, 2005) In 2003 the same author affirmed that 

“as things stand presently, the subtitler has to accept the impossibility of resorting to the 

meta-textual note as an aid to his work” (Jorge Diaz Cintas, 2003), but things have 

changed and today most DVDs include extra material related to the translation process. 

One of the reasons that brought to the current situation is that most modern viewers regard 

cultural references as a major issue, even greater than immediate fruition of a multimodal 

product, as remarked by Jorge Diaz Cintas: 
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We encounter a new viewer avid for information and, therefore, even the initial credits of the film are 

not only translated, but also transliterated. In the examples offered, more importance seems to be 

given to the actual cultural referent than to a “correct” translation. The consumer is genuinely 

interested in the foreign culture and language and the acculturation of terms is avoided. And to do so, 

the subtitler is prepared to go to great lengths such as the revolutionary use of headnotes and glosses 

on the screen, an occurrence unheard of in our field that throws into disarray previously upheld 

notions about the translator’s visibility or invisibility in AVT. (Cintas 2005). 

In the following screen-shots from the short-film analysed, headnotes explaining the 

culture bump have been placed at the top of the screen.  

# Visual Frame 

1 

 
2 

 

In my opinion fruition is negatively affected to an unacceptable extent, for, not only 

viewers must divert the attention from Dhani’s cycling to the market, an association 

between coolies and schiavi indiani must be established by the viewer autonomously. 
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Certainly, being coolies the unique obscure term appearing on the screen, the link should 

be immediate, notwithstanding, in my personal opinion, the result is not as satisfactory as 

the following one, where headnotes are downplayed in favour of unobtrusive glosses. 

# Visual Frame 

1 

 
2 

 

Another solution may be represented by a direct and generalizing translation that 

encompasses total elimination of the ECR and consequentially the cultural stimulus to the 

viewer. 
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# Visual Frame 

1 

 
2 

 

At the end of our subtitling endeavour to transfer coolies into the European setting, the 

general feeling is that none of them is suitable to convey the overall echoing meaning of 

the term. Actually the first approach to the task already concealed the awareness that ours 

would have been a desperate attempt and that a solution would have entailed enormous 

sacrifices. Nonetheless, as subtitlers, it is our priority to give viewers a final product even 

though not convincing in all its parts. Accordingly, I propose the second version, 

represented by glosses, as the definitive one, not much for a greater quality compared to its 

alternatives, instead for the evident weaknesses showed by the latters. As a matter of fact, 

headnotes do not favour immediate fruition because of their position on the top of the 

screen, and at the same time, generalization and direct translation totally deny (intriguing) 
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viewers the chance to know more about that specific cultural reference. Glosses instead 

come right after the term and do not imply a physical movement of the head to the top 

before getting back to the visual image. Finally, however, I reiterate my feeling that so 

resonating a term cannot be transposed in its totality in 2 worthless lines.  

 

6.2.5 Doubles and Roti Shop  

Oxford Dictionaries’ definition: NOUN (plural rotis) [MASS NOUN] Indian Bread, 

especially a flat round bread cooked on a griddle. 

Wiwords’ definition: Traditional Indian bread, normally eaten with curries or cooked 

vegetables. It is made most often from wheat flour, cooked on a flat or slightly concave 

iron griddle called a tawah. Like breads around the world, it is a staple accompaniment to 

other foods. 

 

 

 

 

Figura 12 Roti and doubles shop possible translations 

 

As we can deduce from the above definitions, we would probably define roti as “piadina”, 

the typical Italian flat round bread. Nevertheless, in translation I decided to operate 

Retention Pedersen’s strategy for the very same reason I retained doubles in the totality of 

Tavola 

calda 

Piadineria 

Paninoteca 
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its occurrences. Roti  belongs to Indian culture and must keep its resonances in the Italian 

context. Although some viewers may not understand what the delicacy is precisely, 

comprehension is not compromised and is instead favoured by roti appearance within the 

expression “roti and doubles shop”, suggesting its belonging to the field of food.   

# Visual Frame 

1 

 

 

6.3 Translating the title 

Usually titles’ translation relies on domesticating strategies that more satisfactorily fulfil 

the two paramount aims of a title: grabbing the audience’s attention and providing a 

condensed summary of the content of a text (Di Sabato 2009). A title presents a news or a 

story by “bundling” the greatest quantity of information in the littlest space, thus 

privileging synthetic writing and nominal sentences. 

As for films’ titles they do not adhere to the original version usually because of a 

precise market choice favouring appeal and so profit (Di Sabato 2009). The translator can 

choose among four main translations strategies for titles: 

 Literal translation (Roman Holiday = Vacanze Romane). 

 Retention of the original title (Troy = Troy). 

 Retention of the original title followed by an explicative subtitle (Die Hard 

= Die Hard – Vivere o morire). 
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 Substitution by a title that has nothing to do with the original one (Dirty 

Love = Tutti pazzi per Jenny). 

Having analysed in depth the reasons that brought Ian Harnarine to entitle his work 

“Doubles with Slight Pepper” (cf. Ch. 5.2.2) it was considered Retention of the original 

title the most appropriate choice. 
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7.  A new perspective: Multimodal prosody 

Here the concepts of Semantic Preference and Semantic Prosody are introduced to develop 

the concept of Multimodal Prosody and show its application to a significant element in 

“Doubles with Slight Pepper”. 

 

7.1 Semantic Preference and Semantic Prosody 

The field of Semantic prosody is a brand-new one in Linguistics, firstly introduced by Bill 

Louw in 1993
33

, that has recently been claiming more and more attention from linguists 

(Zhang 2010) for its “great potential applications in dictionary compiling, translation, and 

second language acquisition etc.” (Zhang 2010). However, as Begagic remarks: 

There are almost no works on semantic preference and semantic prosody outside the scope of corpus 

linguistics, as empirical data used from corpora enable the linguist to make statements that are 

objective and based on natural language (2013). 

The term “prosody” was initially introduced in the field by Firth (1957) who defined 

prosody as the phonological shades a word acquires beyond semantic boundaries, and 

theorised that the realisation of a word depends on the sounds that precede and follow it. 

Years later, relying on Firth’s discussion of prosody in phonological terms, Louw  coined 

the expression “Semantic prosody” and defined it as “a consistent aura of meaning with 

which a form is imbued by its collocates” (1993). Though Louw is largely considered the 

father of Semantic prosody he did not make any mention to the pragmatic meaning 

provided by the non-linguistic elements in real communication. It can be assumed that 

Sinclair ideated the concept in 1987 without using the expression “Semantic Prosody”. He 

then provided a definition (1991) of the brand-new field of study affirmed that: “the initial 

choice of Semantic Prosody is the functional choice which links meaning to purpose; all 

subsequent choices within the lexical item relate back to the prosody” (1996) and on the 

basis of his study affirmed that “many uses of words and phrases show a tendency to occur 

in a certain semantic environment”. This definition implies three features:  

                                                 
33 Louw, Bill (1993) Irony in the Text or Insincerity in the Writer? The Diagnostic Potential of Semantic 

Prosodies. In Baker, M., Francis, G. & Tognini-Bonelli, E. (eds) "Text and Technology". 

Philadelphia/Amsterdam: John Benjamins. 
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 when making a sensible sentence, “Semantic preference” and “Semantic prosody” 

that point to functions, are to be taken into account along with grammatical and 

lexical norms. 

 All words in a collocation are in a mutually selectional relation. 

 “Semantic preference” expresses the attitudes and communicative purposes of the 

speaker. 

A further contribution comes from Stubbs, who defined the field of study as: “a particular 

collocational phenomenon” (1996) and classified three effects of “Semantic prosody”: 

negative, positive and neutral, and Partington whose definition as: “the spreading of 

connotational colouring beyond single word boundaries” emphasises the connotational  

value of “Semantic prosody” neglecting the pragmatic level. The latter also provided a 

classification into favourable, neutral and unfavourable prosody. Finally, the latest 

framework on “Semantic prosody” was provided by Hunston and Francis who affirmed 

that “a word may be said to have a particular Semantic prosody if it can be shown to co-

occur typically with other words that belong to a particular semantic set” (2000). 

  Historically, semantic preference and semantic prosody have usually been used 

for the same phenomenon (Begagic 2013), though a distinction is needed. Stubbs (2001) 

defines “Semantic preference” as “the relation, not between individual words, but between 

lemma or word form and a set of semantically related words”. Partington (2004) goes 

further by affirming that the relation between them can be described in two ways. On the 

one hand, “Semantic prosody” may be considered as a special case of “Semantic 

preference”, whereas, on the other hand, “Semantic prosody” can be seen as a further stage 

of abstraction than preference.  

Semantic preference generally remains relatively closely tied to the phenomenon of collocation. As 

we have seen, it describes a phenomenon whereby a particular item x collocates frequently, not with 

another item y, but with a series of items which belong to a semantic set (Partington 2004). 

The difference stated by Partington mainly lies in their scopes: “Semantic prosody” may 

affect large stretches of speech and express the attitude of the speaker and his aims, while 

“Semantic preference” deals with relation of items belonging to the same semantic set. As 

Begagic (2013) remarks: “Semantic preference can be viewed as a feature of the collocates 

while semantic prosody is a feature of the node word”. 
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7.2 Multimodal Prosody of “Parang” 

Now that the concepts of both “Semantic prosody” and “Semantic preference” have been 

deeply analysed and clarified, a shift from a unimodal product to a multimodal product 

may be attempted with the final scope of providing a definition of “Multimodal prosody”. 

In this part of the paper all the occurrences of the semantic item Parang are examined to 

show its “Semantic preferences” and its specific prosody. Looking back at Chapter 1.41, it 

has been shown how Parang represents a traditional Trinidadian music genre that is only 

played at Christmas. It is taken for granted that the great majority of non-Trinidadian 

viewers do not possess such a culture-specific knowledge and thus are not enabled to enjoy 

this exquisite signal. On the other hand, Trinidadian viewers are able to grasp the reference 

to Christmas since the very beginning of the film, with Parang going by, when not even the 

first visual image has been screened, as shown in the frame below. 

# Visual Frame 

1 

 

What about non-Trinidadian viewers? Is this Culture-bound extra-linguistic reference lost 

in the passage between cultures? It seems so, however, acute non-Trinidadians viewers are 

still allowed to enter this culture-specific dimension as long as their attention is focused on 

the visual images going along “Parang”, in the remaining occurrences reported in the 

following chart: 
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2 

 
3 

 
4 
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It is evident how anytime “Parang” comes up in the background, the visual channel 

portrays a Christmas’ marker: Santa’s suit; Table laden with food and drinks; Christmas 

lights. A glance at the table will show how the semantic item – “Parang”- tends to 

collocate with semantic items performing a recognisable symbolic function – markers of 

Christmas time – in all of the three occurrences in the short-film.  

 Semantic Item Multimodal Preference Multimodal Prosody 

1 Parang Santa’s suit Neutral - Christmas 

Time 

2 Parang Table laden with food and 

drinks 

Neutral - Christmas 

Time 

3 Parang Christmas lights Neutral - Christmas 

Time 

Multimodal Prosody’s Table 

Considering  Hunston and Francis’ (2000) claim that “a word may be said to have a 

particular Semantic prosody if it can be shown to co-occur typically with other words that 

belong to a particular semantic set”, it may be suggested that the same notion applies to a 

multimodal products by widening the notion of “word” to “semantic item” that may belong 

to any of the semiotic modes involved in the process of meaning-creation. The semantic 

value of each semantic item is enhanced by way of a pragmatic value that helps viewer 

identify the time of the year the story is set and associate automatically Parang with 

Christmas. As a result,  Multimodal prosody may be defined as an aura of meaning 

instilled in semantic items commonly occurring together.  
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Conclusion 

In the translation process, finding the deep sense of the work is the first and probably most 

critical step. In fact, the deep sense orchestrates all of the following choices and must be 

retained in the translated version: if the deep sense gets lost, the work loses its nature. 

Accordingly the actual process of translation has been preceded by a series of actions 

aimed at its complete understanding. First of all, it has been acknowledged that it is in 

Dhani interiority’s development that the essence of the short-film lies.; The desire to make 

sense of his own father-son relationship, along with  his disappointment for being anything 

but a coolies’ heir lead Dhani to experience moments of despair. Furthermore, his father’s 

return unsettles him to the point he alternates various and conflicting moods. However, 

even moments of fleeting joy conceal a perennial state of hopelessness, reiterated in the 

pretty superimposable monologues. The multimodal analysis has provided us the devices 

Ian Harnarine exploited for his aim, in particular, frequent Close-ups have been noticed to 

draw viewers’ attention on Dhani’s facial expression as the mirror of his inner feelings. 

From the beginning to the end everything is left unaltered, with the happenings related in 

the film ending up being a short interval between two coinciding moments indeed, as 

though whatever happens cannot ever change the way things are. 

Then, it has been given a brief account of Trinidad and Tobago history from which 

it has been inferred that “subjugation” and “hybridity” are two keywords; its history is a 

history of colonization, slavery and inner divisions. As a matter of fact, the final 

monologue says us that Dhani’s aspiration is inhibited by his social status that derives from 

generations of subjugation and misuse by colonialists. Moreover, Trinidad and Tobago is 

inhabited prevalently by African-Trinidadians and Indian-Trinidadians, who, though  

sharing a past of common grief, have not mingled together. Dhani, just like Ragbir and 

Sumintra represents an hybrid identity who is embedded in an alien context. Ragbir, who 

has experienced life in Canada is an hybrid identity to an higher degree. Accordingly, as it 

has been shown, hybridity on various layers led us to a further development in Pedersen’s 

model on Transculturality with the creation of the label “Hybrid ECR” that can be defined 

as follows: “an ECR which meaning results from a process of continual contact between 

two or more cultures that led to the hybridisation of that particular Culture. The term is 

now bound to the Source Culture and is retrievable from common encyclopaedic 

knowledge of its members and is assumed to be unknown to Target Text audience. It often 

requires a certain degree of Explicitation or Paraphrase with sense transfer, otherwise it 
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may remain obscure. Furthermore, it may be used with a totally different connotation in 

other cultures and so may be easily misunderstood.” 

The third step before actual translation has been represented by Schneider model’s 

application to Trinidadian English Creole. As it has been shown, this English variety 

followed a slightly different path to the majority of postcolonial English varieties 

especially because of the different Settlers-Indigenous strands contact. In creolization 

scenarios on most Caribbean Islands there was no Indigenous group, instead, the African 

and Indian imported as slaves. Are they accounted as Indigenous or settlers? Socially they 

were the “other” group compared to the settlers, besides linguistically they were compelled 

to adjust to a target language imposed on them by the Settlers. Thus, they took the role of 

an indigenous group both socially and linguistically although, unlike most indigenous 

groups, they lacked education and familiarity with the natural environment and resources. 

Furthermore they uniquely spoke the language of their ethnic minority and did not share a 

common language to communicate. Trinidadian English Creole has lately been recognised 

as a Standard English variety though it still retains the negative connotation of a broken, 

faulty variety. 

The fourth step has been represented by an analysis of phonological, grammatical 

and syntactic peculiarities of the language. In fact, as it has been said, the process of 

translation has often entailed a preliminary passage from Trinidadian English Creole to 

British English before the final passage into Italian,  especially because of the reliance of 

the speakers on the context for interpretation. Dialect plays an important role in this film 

for it witnesses Ian Harnarine wish to portray reality as it really is in the country, without 

neglecting any detail. For this reason, register’ lowering has been frequently used to mark 

the characters’ social status.  

 Finally it can be easily claimed that bringing so complex a cultural in Italy has 

proved a desperate endeavour that has not always bore its fruit. As a matter of fact, though 

cultural items have been transposed in the Italian version, echoes and resonances have been 

lost partly. Umberto Eco claimed that Translation is saying “almost the same thing” 

confirming the thesis that total correspondence is impossible to achieve and that a certain 

degree of loss is always entailed. However at the end of his work, the translator cannot 

help but feeling a slight sense of guilt for those losses. In particular, it is probably the 

expression coolies that has lost most of its complexity; Schiavi indiani no doubt fulfils the 
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immediate need for comprehension of the viewer facing an obscure term that in most cases 

is crucial to later developments. Nevertheless, the deep sense has been betrayed. On the 

other hand, lacking an Italian official equivalent the translator may have resorted to 

Explicitation – a strategy that guarantees total meaning transposition – if not coping with a 

multimodal product.  As a matter of fact, subtitles, due to its constraints, do not represent a 

suitable means when dealing with cultures so distant in geography and customs. The 

poverty of physical space in favour of images’ fruition, prevents the subtitler from 

widening concepts that may be inaccessible to unprepared viewers. However, both the 

overall meaning and the cultural stimulus to Italian viewers have been retained pretty 

satisfactorily by alternating different and sometimes contrasting strategies. As 

Schleirmacher claimed, in fact, domesticating and foregnising strategies can be applied 

within the same text to avoid either disorientation or passivity in the viewer. Personally, I 

avoided literal or any other domesticating strategies for ECRs and counterbalanced their 

presence in the original, estranging form by domesticating other portions of text. One 

example is that of “Domesticating through Retention” that applied through colloquial 

abbreviations expressing affectionate relationships such as “Ma” and “Pa”, as both 

intelligible by the Italian audience and relevant to the characters’ characterization. In fact, 

as it was stated in the first chapter, the term “Pa” does not come up until the moment when 

Ragbir and Dhani put aside their conflict. Its relevance in the creation of the overall 

meaning is fundamental as it marks a watershed between their conflicting relation and a 

new appeased one.  

As a result, acute and curious viewers will be free to make researches on their own, 

and, at the same time, immediate fruition will not be affected negatively by long sentences. 

In the end, it must be acknowledged that Ian Harnarine’s support through suggestions and 

clarifications has been critical to the understanding of Trinidadian cultural features 

unknown to me and the majority of Italian viewers. As Eco suggests, a translator must 

always get in touch with the author of the work being translated whether he is alive and 

willing to give his contribution. The author can, in fact, clarify alien concepts and even 

suggest words or expressions to use in translation. I was given the great privilege of taking 

advantage of Ian Harnarine’s kindness to rule out possibilities of misunderstanding and 

supply Italian viewers a high-quality product. Hoping to have honoured such a piece of art, 

here is a wonderful quotation by Alersandr Pushkin that briefly resumes all what a 

translator must be: “translators are the carthorses of cultures.”  
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