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Abstract

Based on the theoretical framework of visual grammar under multimodal theory,
this paper focuses on the multimodal coordination mechanism of Chinese animated
film dubbing translation, explores the translation strategy of sound and visual res-
onance, and helps the international communication of Chinese animated films. It is
found that dubbing translation needs to match the narrative and concepts in the rep-

resentational meaning, and achieve the consistency of semantics and visual logic
through language rhythm and cultural translation; echoing the contact relationship,
social distance and attitude tendency in the interactive meaning, the coordination
of interpersonal and visual context is maintained by means of tone and sound pro-
cessing. The focus of the meaning of collaborative composition, auditory enhance-
ment and semantic echo function, to achieve the unity of information structure and
visual hierarchy. The multimodal collaborative translation strategy summarized in
this paper provides practical guidance for the dubbing translation of Chinese ani-
mated films, so as to enhance the international discourse power of Chinese ani-
mated films and help the construction of a strong film country.
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1. Introduction

Dub is the translation of audio-visual texts, that is, the “replacement” of the dialogue and narration of the foreign
language, or the source language, into a language that the target audience can understand (Luan, 2017, p. 5). Dubbing
translation, as a communication carrier that acts on the audience’s hearing, replaces the source language with the
target language. It is necessary to realize the collaborative interaction between linguistic symbols and non-verbal
symbols such as pictures and sound effects, that is, “sound-visual resonance”, so as to ensure that the target language
audience can understand Chinese animation films from understanding to empathy. The naturalness of its language
expression, the accuracy of emotional transmission and the fit of cultural adaptation will affect the film understanding
and emotional resonance of overseas audiences. Therefore, the publicity work of Chinese animated films puts forward
more stringent requirements for dubbing translation. On the basis of accurately conveying semantics, translators need
to fully consider the relationship between multimodal factors and realize the organic integration of language and non-
verbal symbols.

However, the current academic research on dubbing translation from a multimodal perspective lags far behind the
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practical needs. Based on the visual grammar proposed by Kress and Van Leeuwen, this paper takes White Snake as
the research object, and explores the dubbing translation path suitable for Chinese animated films by dismantling the
coordination mechanism between visual elements and dubbing language in the film. It is expected to provide theo-
retical guidance for the cross-cultural communication of similar films and help to enhance the cultural discourse
power of Chinese animated films in the international market.

2. Multimodal Theoretical Framework

In the 1960s, Systemic Functional Linguistics was proposed by Halliday. This theory emphasizes that language is a
social semiotic system, and its meaning must be interpreted in light of context and function. Subsequently, Multi-
modal Discourse Analysis emerged, with Systemic Functional Linguistics as its primary theoretical foundation.
Based on Halliday’s Systemic Functional Linguistics, Kress & Van Leeuwen (2003) put forward the concept of
“multimodal discourse”, pointing out that it is “a discourse that integrates sound, text, image and other communica-
tion modes to transmit information.” The meaning of multimodal discourse is divided into three types: representation,
interaction and composition, which correspond to the conceptual meaning, interpersonal meaning and textual mean-
ing of language, which greatly promotes the development of Multimodal Discourse Analysis theory.

Domestic Multimodal Discourse Analysis can be traced back to the first systematic introduction of Kress & Van
Leeuwen’s visual grammar theory by Li Zhanzi (2003). Then Zhang Delu (2009), Zhu Yongsheng (2007) and Gu
Yueguo (2007) made a preliminary analysis of multimodal and multimodal discourse analysis and put forward cor-
responding analysis methods, which promoted the transformation of multimodal discourse analysis from theoretical
discussion to applied research. Since then, domestic research has shown a trend of diversification, and its application
fields have expanded to foreign language teaching, translation research and other fields (Shao, 2020; Fu, 2022; Sun,
2023; Cai, 2024, etc.), enriching the path of multimodal discourse analysis.

2.1 The Three-dimensional Framework of Visual Grammar

Kress and Van Leeuven (1996) extended the three metafunctions of Halliday’s view of language to the visual com-
munication mode and constructed visual grammar. Visual grammar is to study how people, things and things in
images are combined into a meaningful whole and how images encode social behavior and communication. Visual
grammar is a kind of functional grammar which regards grammar as a resource to explain human experience and
social interaction (Li, 2013, p. 8). Based on the three basic functions of language, it creates a multimodal system of
image analysis, including representational meaning, interactive meaning and compositional meaning. These three
meanings correspond to the conceptual function, interpersonal function and textual function of language.

(1) Representational Meaning: Kress and Van Leeuwen divide representational meaning into Narrative Represen-
tation and Conceptual Representation. The narrative image expresses the unfolding action and event, the changing
process and the spatial arrangement of the moment, while the conceptual image expresses the category, structure and
meaning of the image. It expresses a general, stable and timeless essence (Wei, 2008, p. 18).

(2) Interactive Meaning: The interpersonal meaning of the image is embodied in an interaction (Kress & van Leeu-
wen, 2006, p. 149), which is the interaction between two types of participants in the image, that is, the interaction
between the Represented Participants (the people, places and things depicted in the image) and the Interactive Par-
ticipants (the people who communicate with each other through the image, the image author and the image viewer).
According to visual grammar theory, interactive meaning is mainly realized through three aspects: Contact, Social
distance and Attitude.

(3) Compositional Meaning: Compositional meaning refers to how the image integrates its representational mean-
ing and interactive meaning to form a meaningful whole (Zhang et al., 2012, p. 41). It mainly connects representa-
tional meaning and interactive meaning through Information Value, Framing and Significance. This paper will take
the dubbing English version of White Snake as the analysis sample, and discuss it in detail with the three-dimensional
framework of Visual Grammar.

3. Case Analysis: Taking White Snake as an Example

White Snake is an innovative adaptation based on the Chinese folk legend, which tells a love story between Xiaobai
and Axuan across race and time. It is Warner Bros.” first co-production animated film in China. The English version
of White Snake was released by Gkids, a North American professional animation distribution company, and was
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released in North America on November 15, 2019. Therefore, this paper will take White Snake as a case, combined
with the representational meaning, interactive meaning and compositional meaning in visual grammar, to analyze its
dubbing translation in the process of cross-cultural communication.

3.1 Representation Meaning

3.1.1 Narrative Representation

Kress & Van Leeuwen (2006, p. 59) call this vector “narrative representation” when participants are connected by a
vector, which represents doing things for others or for each other. It conveys the dynamic meaning of the time di-
mension through the interaction between the roles of the actor, the target, the responder and so on. In the dubbing
translation of Chinese animated films, narrative representation coordinates sound symbols with narrative logic at the
visual level, thus realizing the organic combination of sound and picture.

Example 1 [Shot 65:17-65:20]
Original Dialogue: RFPE, ARG, —%BEBS Bk 17

Translated Dialogue:Everyone run, the village is in danger! A giant python is on its way here!

Figure 1. A Xuan running frantically in the Snake Catcher Village.

A Xuan, as the Actor, conveys the danger signal to the villagers (the Goal) with hurried and panicked steps. The
villagers, as Reactors, have not yet fully realized the severity of the crisis, forming a vector relationship of Actor (A
Xuan)-Goal (Villagers)-Reactor (Villagers).

“RZEKPFE” (everyone run) is the action instruction issued by the Actor (Xu Xuan) to the Goal (Villagers), which
reflects the vector direction; “FA 1A fGRG (the village is in danger) and “FEgE 5 F R ER 7 (A giant python is
on its way here) are statements of dangerous events and provide action basis for Reactors (Villagers). The lines form
a rapid rhythm in the form of short sentences, quickly explain the information that the village will be attacked by the
python, fit the dynamic of Xu Xuan’s panic running in the picture, and reflect the information transmission efficiency
of sound and picture coordination. “Everyone run” corresponds to the escape instruction, which clarifies the vector
direction of the Actor (A Xuan) to the Goal (Villagers). The “run” with the beginning of /r/ is pronounced loudly,
which quickly captures the listener's attention and strengthens the urgency of the instruction. “Danger” conveys a
sense of urgency about an impending crisis through its powerful vocal texture. Furthermore, the prepositional phrase
“on its way here” maintains the sense of urgency, achieving cross-modal synergy between auditory and visual signs.

3.1.2 Conceptual Representation

If narrative representation is to interpret its phenomenon, conceptual representation is to reflect its essence (Zhang,
2012, p. 39). Dubbing translation needs to clearly convey the attribute characteristics of cultural symbols through
precise language conversion, help cross-cultural audiences break through cognitive differences, understand the func-
tions and symbols of their specific roles or objects in the film, and then better interpret the plot.

Example 2 [Shot 17:15-17:27]
Original Dialogue: IXEREUFGIRA R R XIFGRMNEDS-

Translated Dialogue:That hairpin and I are connected. I think this is magic.

Figure 2. Detail of the Hairpin.
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The picture focuses on the pearl hairpin in the hands of Xiaobai, the whole body is emerald green, engraved with
ornamentation, emitting a glimmer, and the front end of the pearl hairpin has a snake head with a symbolic identity.
As the core prop throughout the whole film, pearl hairpin is not only a weapon, but also carries cultural connotations
such as identity symbol and memory carrier.

The lines contain two concepts: one is the concept of the relationship between “object and self”’, which embodies
the fatalistic connection between people and objects in Chinese fairy tales beyond the physical level, and expresses
“Uf1%> (as if) with ambiguity to convey the unspeakable fetters; the second is the essential concept of “VE#s”. “i%
@y refers to the objects with supernatural power through cultivation in Chinese traditional culture. The lines can
make Chinese audiences associate with the cultural context of cultivating immortals and spells without explanation,
s0 as to construct a complete conceptual cognition. The translation uses the affirmative tone and the word “connected”
to explicit the mysterious sense of destiny in the Chinese context into the objective sense of “HEL &> (connected).
Although it reduces cultural specificity, it retains the information about the relationship between Xiaobai and the
hairpin to ensure the target language audience’s understanding of the concept of relationship. It translates “7%#%”
into “magic” to achieve functional equivalence. “¥Z#%” originates from the world of immortality, while “magic”
originates from western magic. Although the cultural origins are different, this translation choice can enable the target
language audience to accurately grasp the essential concept of the instrument and avoid information redundancy. The
sound processing of' “magic” brings a sense of illusory, simulating Xiaobai’s efforts to capture the fetters with the
pearl hairpin but unable to speak clearly, forming a resonance with the concept of the relationship between “object
and self”.

3.2 Interactive Meaning

3.2.1 Contact

Contact is a kind of imaginative contact relationship established between participants and image viewers through eye
pointing (Wu et al., 2014, p. 24). For the translation of animated film dubbing, when the participants’ eyes are con-
veyed, the sense of interaction of the film screen is enhanced, so that the audience can understand the animation
content more smoothly.

Example 3 [Shot 34:48]
Original Dialogue: BESAGntk, >k
Translated Dialogue: Well, regardless, come.

Figure 3. The Baoging Fang Master inviting A Xuan and Xiao Bai.

Baoqingfang Master in the picture is facing the audience, looking straight at the lens, with a sly and guiding look,
and the body posture shows a clear invitation action, so that the participants (Baoqingfang Master) and the viewer
have formed a direct imaginative contact, narrowing the distance with the viewer and enhancing the sense of inter-
action.

In the Chinese lines, the tone of “BESA UL is gentle, which naturally connects the dialogue between the above
and Xu Xuan as an interlanguage; the word “&” has a clear pronunciation and a slight sense of rising, which is very
consistent with the prototype of the Baoqingfang Master. It is a witty and charming sense of a fox demon. It conveys
the invite information through the voice, pointing to both the characters in the play and the audience through the
picture, forming a “request” contact. Request is to better maintain and develop the interaction between image
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participants and viewers (Zhang, 2012, p. 40).

“Well, regardless” adopts a gentle colloquial tone to simulate the transitional function of “BESAUt”; the core
instruction “come” is pronounced short and accented, which not only retains the imperative nature of the imperative
sentence, but also strengthens the imaginative contact with the audience through the sound tension, and transforms
the interactive intention of the character into the auditory signal that the target audience can perceive, which stimu-
lates the audience's interest in exploring the film plot with the protagonist.

3.2.2 Social Distance

Social distance is related to the size of the shot frame, which determines the relationship between the participants and
the viewers in the image (Kress & Van Leeuwen, 2006, p. 124). The frame size of the lens is inversely proportional
to the social distance between the image participant and the participant, the participant and the viewer: when the
relationship between the two tends to be intimate, the picture often uses close-up or close-up shots, focusing on the
details of the characters by narrowing the range of the view, in order to reflect the intimate social distance.

Example 4 [Shot 18:17-18:18]
Original Dialogue: [EJMjff7r3%, ]
Translated Dialogue: We’re with the General! Open up!

Figure 4. The Imperial Master’s soldiers heading to the Snake Catcher Village to arrest Xiao Bai.

The picture is a long shot. The officers and soldiers are holding torches and are marching towards the snake-
catching village to create a tense and oppressive atmosphere. There is a certain distance between the officers and
soldiers and the village of catching snakes. The use of long lens makes the officers and soldiers surrounded by a
larger space, suggesting that they are alienated from the social distance between the villagers.

The Chinese lines are concise and clear, with a strong tone and a command tone, reflecting the strong position of
the officers and soldiers of the national division and the oppression of the villagers. “[E ifi)ff” ((Imperial Master’s
residence) indicates the speaker's background, carrying a certain deterrent effect; “7#»2+” (on official business) shows
the identity background of the speaker and has a certain deterrent force, and “JF[ ] (open up) is an unquestionable
instruction. The sound distribution adopts long-distance sound effect processing. The volume is lowered and mixed
with environmental noise to simulate the sense of openness of the sound from afar and form a sonic and visual
resonance with the physical distance presented by the long lens of the picture. The accent is placed on “we” and
“General”. The former strengthens the collective authority of the officers and soldiers, while the latter corresponds
to “General” with “[Efi)ff”, and replaces the official title with the power symbol (general) familiar to the target
audience to avoid cultural barriers. The first accent highlights the ownership of power, opens the social distance with
the villagers, conveys the class nature of their social relations to the target language audience, and also implies the
information that the government oppresses the people; the second accent is placed in “open”, and the short and pow-
erful burst sound cooperates with the ferocious command tone, which strengthens the social distance between the
officers and soldiers and the villagers.

3.2.3 Attitude

Attitude is reflected through the perspective, expressing the subjective and objective attitudes towards the participants
(Kress & Van Leeuwen, 2006, pp. 129-140). The perspective of animation film is divided into horizontal and vertical
perspectives: in the horizontal perspective, the front-view composition can stimulate empathy and bring a sense of
substitution, and the oblique composition implies the attitude of alienation or indifference of the characters; the
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vertical perspective focuses on the power relationship and overlooks the composition to form a observer-observer
power gap.
Example 5 [Shot 77:03-77:06]

Original Dialogue: 82| fEAH CHEIGES), T iX 44— B
Translated Dialogue: I never thought she’d steal another’s powers or turn into a giant snake.

Figure 5. The Snake Mother looks down coldly at Xiao Bai.

This lens uses the top view composition in the vertical perspective. From the perspective of picture presentation,
the snake mother is at a high viewing angle, occupying 1/2 picture space on the left side; while Xiaobai is on the
ground below it, only occupying 1/4 of the picture space in the upper right corner, forming a visual high and low bit
difference and spatial proportion difference, and constructing the picture relationship between the observer (snake
mother) and the observed (Xiaobai).

The Chinese lines clearly point out the behavior and results of Xiaobai, that is, “#5H(i% 777 (steal power) and “ft
NP (turn into a giant snake), and objectively state the event elements. “¥% 48 %" means that the snake mother
deviates from the expected development of the event, “J&%X” adds a subjective judgment tendency, and the deroga-
tory use of the demonstrative pronoun “iX‘4” conveys the snake mother’s contempt for Xiaobai’s behavior and
consequences. In the dubbing translation, there is no obvious ups and downs in the lines of the snake mother, which
highlights the indifferent attitude of the snake mother as a bystander, as if she is calmly stating a fact that makes her
despise. This kind of sound processing and the coordination of the overlooking composition in the picture jointly
create a proud and contemptuous evil image of the snake mother, so that the audience can feel the disdain attitude of
the snake mother to Xiaobai.

3.3 Compositional Meaning

3.3.1 Information Value

Through the position of the elements, we can judge the status, role and importance of the elements in the image
(Kress & Van Leeuwen, 1996, pp. 183-218). Dubbing translation needs to keenly capture the weight difference trans-
mitted by the position of elements in the picture. Through the prominence of information focus and the adjustment
of semantic focus, it echoes the position level of visual level to ensure the consistency of auditory information and
visual information in meaning, so as to help the audience accurately grasp the core meaning of the film.

Example 6 [Shot 65:03-65:13]

Original Dialogue:f4E, Az, Kighf
Translated Dialogue: Find the traitor, kill the Daoists! Crush the village!

Figure 6. The Snake Mother issuing orders.
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The snake mother is located in the center of the picture, the outline is sharp and clear, and becomes the visual focus,
showing its dominance in the scene; the snake people in the lower part of the picture show a relatively vague state,
the difference in spatial position and clarity, and intuitively distinguish the role weight of the instruction issuer and
the instruction executor.

“BrFuft, AKiEL, KEF (Find the traitor, kill the Daoists! Crush the village!) are all imperative sentences,
conveying clear instruction information; starting with the three verbs of “[%” “7%” “K”, the sentence is short, the
tone is tough and unquestionable, which echoes the dominant position of the snake mother in the picture. The English
translation also adopts the imperative sentence structure. “Find”, “kill” and “Crush” all begin with the original form
of the verb, with a sense of command; when dubbing, the stress falls on the first phonetic symbol of the verb, so that
the action instruction information can be transmitted efficiently in sonic-visual coordination. As the leader, the snake
mother’s single sound source occupies the auditory focus with high intensity volume, and the emotional tension of
the sound shows a significant progressive feature. Through the stepwise elevation of the pitch and the gradual en-
hancement of the intensity, the emotional intensification is realized, which not only highlights the instruction infor-
mation, but also shows the authoritative position of the snake mother. As followers, although the group sound source
of the snake people also has certain emotional ups and downs, the overall volume is always lower than that of the
snake mother, which not only conveys the recognition and action of the instructions, but also clarifies the hierarchical
differences between them and the snake mother.

3.3.2 Significance

The proportion of different elements in the image also provides some information for interpreting the importance of
each element, which is another dimension of the significance of composition (Zhang, 2012, p. 42). For the dubbing
translation of animated films, this visual significant difference needs to find an appropriate echo in the language
expression, so that the audience can judge the importance of the element through the semantic focus of the dubbing,
so as to easily receive the core meaning of the image.

Example 7 [Shot 41:40]
Original Dialogue: A& 1 /RIX ANl A
Translated Dialogue: The snake catcher is mine !

Figure 7. Xiao Qing preparing to attack A Xuan.

The picture is based on dark blue and black to create a depressing and dangerous atmosphere. Xiaoqing is located
in the center of the picture, showing a very tense attack posture. Her face is shrouded in high saturation of blue and
green light, and her ferocious expression is clearly distinguishable in the dark light.

Through the strong offensive vocabular “7%” (kill), Xiaoqing directly expressed his intention to attack Xu Xuan.
“The snake catcher is mine!” semantically retains the core intention of taking snake catchers into their own control,
and at the same time weakens the sense of violence of “7%” in Chinese through the use of the possessive pronoun
“mine”. Xiao Qing’s lines have the characteristics of high tone and fast rhythm, echoing the dynamic sense of immi-
nent attack, while the word “mine” has a slight pause before it, forming an auditory “white space”, reflecting its state
of concentrated attack. Then, the importance of the word is highlighted with a larger volume and a longer length,
which strengthens the core position of Xiao Qing in the picture and gives the audience more time to feel the strong

emotions conveyed by Xiao Qing in this shot.

3.3.3 Framing
The framing refers to connecting or cutting the elements in the image through the resulting or actual separation lines
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or segmentation frames to indicate whether they belong or not when expressing a certain meaning (Zhang, 2012, p.
41). The division function of framing in animated films can strengthen the relationship between narrative and role.
Dubbing translation should capture the meaning of its construction, and make the auditory and visual meanings iso-
morphic through semantic relevance, so as to help cross-cultural audiences better understand the plot.

Example 8 [Shot 53:25-53:30]
Original Dialogue: Ji% | #kP%, RERAR, NERIR, ELZERR
Translated Dialogue: But as one of us, gods, humans and Daoists will all want to kill you.

= .i LA‘

+ i1 | -

Figure 8. The Baoging Fang Master informs A Xuan of the consequences of becoming a demon.

The pillar in the middle of the picture constitutes the dividing line of the scene, which clearly cuts the scene into
two parts, left and right, and divides the two worlds of human beings and demons. On the left side is Xu Xuan, dressed
in plain traditional costumes, permeated with the simplicity and simplicity of mortals, symbolizing the human world;
Baoqingfang Master on the right side has fox ears on his head, dressed in exotic costumes with bright colors and
exquisite embroidery, and exudes a mysterious and demonic atmosphere, which is the representative of the demonic
world.

The message conveyed by this line is that once a monster becomes a monster, he will face killings from the heavens,
people, Daoists and other aspects. It points out the dangerous and excluded situation of the monster in this world,
highlights the insurmountable opposition and conflict between the two worlds, and makes Xu Xuan realize the huge
cost of becoming a monster. Instead of choosing literal translation, “f% | k1% (become a demon) subtly reinforces
the core meaning of the world opposition between man and monster with a more subjective “one of us”, echoing the
different atmosphere of the two worlds created by the framing. Here “us” clearly refers to the demonic group, sug-
gesting that once a member of the demonic world, it will be completely regarded as a different species by the original
human world. The dubbing of “but as one of us” adopts the processing of lowering the sound line, which transforms
this kind of demon boundary into auditory warning, so that the audience can feel the conflict and contradiction be-
tween the two worlds more deeply.

4. Translation strategies of Chinese animated film dubbing under the framework of visual gram-
mar

Based on the three-dimensional framework and case analysis of visual grammar, the dubbing translation of Chinese
animated films should take sonic-visual resonance as the core goal, and realize the accurate transmission of multi-
modal meaning through the systematic coordination of language symbols and visual symbols. The specific strategies
can be summarized into the following three levels.

4.1 Adapting to Representational Meaning

For Narrative Representation, dubbing translation needs to match the characters’ movements and plot development
in the picture through language rhythm and phonetic features to ensure that the vector relationship is clear and dis-
cernible at the auditory level. For Conceptual Representation, dubbing translation should focus on the essential at-
tributes and core meaning of cultural symbols, and balance cultural specificity and cognitive acceptance through
functional equivalence of language transformation.

4.2 Responding to Interactive Meaning

In terms of Contact, dubbing translation needs to strengthen the interactive relationship through the sense of language
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communication and enhance the audience’s sense of plot participation; in terms of Social Distance, according to the
affinity relationship presented by the lens framing framework, the social relationship between the characters is trans-
mitted through the volume of sound and the processing of emotions, so that the auditory signal corresponds to the
visual distance. In terms of Attitude, the distribution of intonation, speech rate and stress is adjusted according to the
perspective of the picture, and the empathy experience of the role emotion and the audience is strengthened.

4.3 Synergizing with Compositional Meaning

In terms of Information Value, according to the position level of picture elements, dubbing translation needs to im-
prove the auditory priority of core information through semantic center of gravity; in terms of Significance, according
to the prominent elements such as size, color and clarity in the picture, the visual focus is strengthened at the auditory
level by means of language pause, volume change and length adjustment. On the Framing, according to the division
of element attribution by the picture segmentation line, the elements in the same frame form a close connection in
the language through the semantic correlation degree, and the elements of different frames highlight the difference
in meaning, so as to realize the meaning isomorphism of auditory information and visual framing.

5. Conclusion

Under the guidance of adhering to the people-centered creative orientation, Chinese films entering the new era should
continue to adhere to innovation, not forget the origin, absorb the outside world, and face the future, strive to realize
the grafting of excellent tradition and modern concept, and break through the problem of the unity of localization and
globalization (Communist Party member network, 2019). Based on the three-dimensional framework of representa-
tional meaning, interactive meaning and compositional meaning of visual grammar, this paper takes the English
version of White Snake as a case to systematically analyze the synergy mechanism between language symbols and
visual symbols in the dubbing translation of Chinese animated films, and summarizes the corresponding translation
strategies. It is found that dubbing translation is not a simple language conversion, but needs to achieve sonic and
visual resonance by dynamically adapting the meaning of each dimension of visual grammar. It is hoped that this
paper can enrich the research results in the field of multimodal translation, help Chinese animation films achieve
effective communication in cross-cultural dialogue, and then promote the international development of China’s ani-
mation film industry, so as to contribute to the promotion of national cultural soft power and the construction of film
power.
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