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[bookmark: _Hlk94019811]Abstract: As an autobiographical strip, the Israeli Comic The Realist presents the “real-life real-estate woes” of the illustrator Asaf Hanuka, an ordinary Israeli, as a working-class member, a father, a husband, manifesting Israeli-Jewish culture through multimodal narration. It has been translated into more than ten languages since its publication in 2010 and ten years later in 2021, The Realist was imported and translated into Chinese by the Post Wave Publishing Consulting (Beijing) Co. LTD and was published in China by Guangdong Travel & Tourism Press. Employing the programming language Python, we performed statistics of the short comments on the Chinese translation of this book published on Douban,[footnoteRef:1] calculated the high-frequency key words and visualized the data (mapped the data) via the mapping software Xmind to show how the Chinese readers interpret the Israeli-Jewish culture displayed by this multimodal product. It was found that most of the topics the Chinese readers could interpret are those shared by as general common-sense communication, or used in common terminology in all semiotic modes, while the Israeli-Jewish culture, tradition, literacy and specific practices were for the most part missed. We argue that the translator’s mediation of comic texts is grounded in processes of the multimodal analysis that enables comprehension of the whether and how a message is understood (language, image, music, art, gesture, and so on) in its context. And as a prominent communication agent, the translator makes up the target readers’ context deficiency  [1:  A social networking website which is regarded as the most popular database for cultural reporting in China.] 
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The concept of modality is grounded on the social semiotic approach to the question of truth. There is an ongoing discussion between author, reader and critic about issues of representation of narrative “fact versus fiction, reality versus fantasy, real versus artificial, authentic versus fake…what is regarded as true in one social context is not necessarily regarded as true in other, with all the consequences it brings.” (Van Leevwen, 2005: 160). 
Yet, language is negotiable, more fluid than static, and often the boundaries are based on the audience’s expectations of the genre itself. Generally, linguistics and semioticians are concern with the signs and the semiotic resources used to present an artistic-poetic written content, depending on various stylistic and thematic norms of the selected literary category, aiming to guide specific audience and guarantee the work is being read by its intended readers. Consequently, one could make the claim that, from its inception, a text has a predetermined audience and should not be overlooked by writers and editors. 
And yet, with the development of technology, the modern society trends to communicate with the aid of multi-media like movie, video, music and drama; multimodal discourse form combining linguistic text, sound, image or other modes is becoming more common and valued method of creating meaning. Texts drawing on more than one sign system (low modality), including language, image and color, are usually referred to as multimodal texts (Kress & Van Leeuwen 2001). In the multimodal paradigm, “the notion of mode (or modality) designates each system of meaning-making resources from which communicators must choose in order to realize their communicative intentions through textual practices” (Chandler 2002 in Luis Pérez-González’s, 2014: 126, emphasized in origin). 
The development of technology also has brought innovations to translation studies and with the continuous broadening and deepening of people’s cognition of translation, which have shifted from single-modal to multimodal translation. The term “audio-medial” and later replaced by “multi-media” proposed by K. Reiss in 1971 and in 1984 respectively changed the prevailing perception that a combination of texts and pictures have for a long time been ignored not only by the ‘high culture’ arts but in translation studies as well. 
Multimodal texts including mass media comics in magazines and comic stripes came to attract scholars’ increasing attention in the 1980s (Klaus Kaindl, 2004:183). Based on Roman Jakobson’s categorization of three forms of translation, Munday proposed that “Translation Studies has extended to embrace many forms of intersemiotic translation…including those which cross over with intralingual translation” (Jeremy Munday, 2010: 422). Few years later, Doris Bachmann-Medick has discussed in the book Cultural Turn (2016), how translation studies have faced their “iconic turn” and began to be appreciated for its sophisticated layout and topography. 
As typical multimodal texts, comics are “hybrid genre”, conveying meaning and create messages through various semiotic resources, mainly linguistic, typographic as well as pictographic elements. And yet, in a given socio-culture domain, a verbal and/or non-verbal images may hold a certain negative association in the target readers’ context; As clearly writers assign different modalities and different versions of reality. Comics, in this sense, potentially create a valuable “integration code, constructing the means for synchronizing the elements through a common socio-cultural rhythm” (Kress and Van Leeuwen, 2001: 2).  Translators, in this sense, are the agents who holds the ability to use professional methods of viewing language in its high modality context, challenging the verbal code, as well as considering the proper balance between verbal/non-verbal images and other semiotic systems available, without imposing a view of the truth “in order to focus more on cultural and communicative aspects rather than solely on language and text (Gambier and Gottlieb, 2001: xix).  
Due to the geographic size and distance as well as the, relatively, minor importance Israel holds in China’s vast global interest, only limited information is provided and served to the public in TV news, and even less on its social life; and thus, to the average Chinese reader, Israel is perceived as enigma, or as it is widely taken as “a country covered with mysterious veil”. The name “Israel” as a country is known, and Chinese readers, mostly of the young generation, find interest in exploring more details via internet or books published in China. Much of it due to the increasing number of translated poetry from Hebrew to Chinese (see: Gurevitch and Gao, 2022). As an Israeli representative of global growing popularity of comic genre, The Realist attracted Chinese readers’ attention since its translation and publication in China in 2020.
The Realist presents a vivid, nearly real-life of Israelis of nowadays with eye-popping images, colors, imagination and humorous style. In exploring Israel, including its social class, ethnicity and economic development situation, comic books can effectively contribute to reinforcing or subverting Chinese readers’ discourses and attitudes, based on their perception of their reading preferences.  If we question whether Chinese readers have the required background needed, especially relating basic social, ethnic or religious knowledge, to appreciate the work; based on empirical research, this paper argues that the answer is most probably negative.  And thus, the aim of this paper is to examine the role of the translator’s responsibility as the culture mediator and context communicator, and thus required to be much more than just in-charge of translating the reading text. To strengthen the argument, Luis Pérez-González’s approach (2104: 121) on the translator’s mediation of audiovisual texts, we posit  that comic texts are grounded in the process of perceptual hermeneutics and the translator serve as a mediator who is required to face with “a complex ensemble of semiotic choices from different sign systems” (Luis Pérez-González, 2014: 121) The process enables the translator not only to introduce a work differing from both the target culture and the mainstream western culture, but also serves as an essential distant cultural bridge that makes up for the luck of general direct and indirect language and context understanding.
While Hans Robert Jauss’s “horizon of expectation” definition of a genre focuses on the expectations of readers or audiences of the text/discourse unit. As long as they function adequately within the well-defined genre boundaries. These horizons are flexible and varies in different times and space, and thus various scholars seem to offer explanations that do not completely align with one coherent definition. We approach comics literature theoretical analysis from both a generic and cultural perspective, in order to emphasis the claim that this iconographic sign system contains specific generic feature that has been overlooked in previous research. We claim that a new classification should account for both the comic books combined verbal and visual language sophistication, or rather its content and form sign system iconographic code acquisition, as part of the new semiotic development wave of meaning making systems manifested in contemporary interdisciplinary studies. This genre cultural modification is particularly significant and will be studied in this article through its adaptation in Israeli Fantasy. 
1. Multimodal Expression of Israeli-Jewish Culture in The Realist
The Realist by the well-known Israeli caricaturist Asaf Hanuka collects his autobiographical comics published weekly in the Israeli newspaper Calcalist since 2010 and then is presented as a book under the caption K. O. à Tel Aviv in French for the first time. Over the last decade, gaining growing popularity in Israel,[footnoteRef:2] these short, one-page stories are based on everyday experience, as the author-comic creator intertwines ironic thoughts with visual images laminating topics that are usually ignored. Various un-notable, marginal situations in the daily living routine perceived by the artist as “weekly brain exercise,”,[footnoteRef:3] in which he takes “the smallest events, something that happened on the way to work, a thought that crossed my mind, a random talk with my son or my wife.” (ibid), enhance the fleeting moment to become grounds for profound self-identity search and insights. Hanuka has developed his unique means of event expression for over two decades, using his creative artistic talent experience as a commercial artist and vivid imagination. The result creates striking authentic images holding significant impact on the reader. Containing unusual awareness to universal messages found in the most personal, random little moments in daily life,, proven to be of interest globally, as they extend beyond the subjective, individual reflections, and thus serving as a voice to many, unfolding deep truth, based on his commitment to be honest: “The thing is never to lie, always do the thing that burns the most that week” (Lambert Josh, 2012).  [2:  The most known are, among others: Yehuda and Maya Dvir; https://youtu.be/ust6PByAOFo; Daniella London: https://youtu.be/TmdBzNTk0tI; Rutu Modan https://youtu.be/lzScsEEbDvk; Uri Pink https://youtu.be/19Di3omT054; NirveGali https://youtu.be/Q4j65GbP4Lw; Yirmi Pinkus  http://www.opticalsloth.com/?p=2748; and Michel Kichka https://www.cartooningforpeace.org/en/dessinateurs/kichka/. ]  [3:  Asaf Hanuka: The Calcalist https://youtu.be/bfBA05aVjeo; https://youtu.be/wLTcJ5FeaNE.  ] 

After its publication, The Realist won several international awards, including Eisner (USA), Gran Guinigi (Italy), Rudolph Dirks Award (Germany). Through expressing himself in a sequence of images rather than story telling or some single image comics, Hanuka was described as, “the man who churns Israeli anxiety into comic art” (Nirit Anderman, 2016). As he stimulates the readers imagination by freezing moments taken from his daily life routine with family as well as laminating privet reflections of himself as a man, an Israeli, a father, a husband and as a professional caricaturist, accentuating messages that are “making local angst universally understood” (Nirit Anderman, 2016). 
Over the years, Hanuka’s comics covered reflections on issues not only of his immediate surrounding, but regularly address significant occurrences driven from the Israeli culture and society, as well as his concerns from violence and racism, and of the common dispute over religiosity and the state and the secular-religion balance in Israeli space. While the written language, verbally familiarizes  Israelis’ life and motivation the visual images enables the reader to add a visual perspective to the meaning making process, as s/he becomes a viewer who is invited to peek through the window and “see”  the inside of the private life banalities of ordinary people living in Israelas well as revealing the hardness of adult life, working as a comic sample showing the life of contemporary “社畜” (she chu; an internet catchphrase employed by working-class people for self-mocking. It originated from Japanese しゃちくShachiku and means “corporate slave”). A channel of visual communication without verbal interpretation serving as added value, especially to those “who only know Israel through the lens of CNN, covering mainly terror attacks and soldiers” (Etgar Keret in Nirit Anderman, 2016). The readers’ identification with the weekly story presented, is firstly as an individual, one’s nationality and cultural influence comes second. The reader identifies with difficulties in daily modern life, the anxiety caused by stress of urban living, financial problems, couple relationship, conception of parenthood or personal career, since these are universal shared life experiences. In addition, the events follow the contemporary events in the region, describing some of the local political complexity effecting the Israeli daily life. Hanuka holds the ability to capture what the hermeneutical term referred to as the “lived experience” moment (Erlebnis) enabling any reader to identify with  the presented personal moment.  The combination of word image, typographic image and visual cartoon not only facilitate the interpretation, but even more so, construct profound “holistic visual impression” as Van Leeuwen defines it (30) or in other words, apply to the multimodal concept.
[bookmark: _Hlk99868906]The multimodality of Hanuka’s visualization, lead the viewers/readers to grasp the intentional intensity of emotions through color and image and then through discourse. To this end Etgar Keret referred to by claiming that the description of The Realist allows readers to express  emotional feelings they could not name with words, and in edition,  it humanizes the Israelis’ existential situation in an atmosphere of uncertainty.[footnoteRef:4] Hanuka’s comic in this sense, expend Gadamer’s category of experience, crossing the boundaries of  artistic framework (what can otherwise identify as monomodal disciplines) through the use of semiotic codes other than language, and develop it within a given social-cultural 21st century multimodality domain. [4:  https://www.haaretz.com/israel-news/culture/.premium.MAGAZINE-the-man-who-churns-israeli-anxiety-into-comic-art-1.5427521 ] 

In 2021, The Realist was imported and translated into Chinese under the caption 现实主义者 (Xian Shi Zhu Yi Zhe) by the Post Wave Publishing Consulting (Beijing) Co. LTD and was published in China by Guangdong Travel & Tourism Press. As a translation and compilation of K. O. à Tel Aviv (tomes 1, 2 & 3), the Chinese version has 270 pages with the comic סיום אלטרנטיבי (siyum alternativi/alternative ending) as the front page instead of הזדמנות שנייה לנצח (Hizdamnut shniya lenatzeach/ second chance to win) in the Hebrew version and the comic מדרגות נצוח (madregot natsoar/ eternal stairs) as the back page instead of ברור שאני מקשיב לך  (barur sheAni makshiv lach/ of course I’m listening to you) in the Hebrew version. The inner cover pages are in bright red color, being quite impactful in sight, with both captions K. O. à Tel Aviv and 现实主义者 Xian Shi Zhu Yi Zhe (Chinese translation of The Realist) embossed on the front page. 
To the Chinese reader, The Realist is perceived as a mixture of figurative illustration and metaphorical comics; the one message information conveyed via one page is intense. . Though having the impression of Israel as a worn-torn country, Chinese readers can read and see the realities of this remote and unfamiliar country, or as the journalist Nirit Anderman phrase it “making local angst universally understood” (Haaretz, 22 August, 2022). 
In his book, Tel Aviv, where Asaf Hanuka and his family live, is depicted as a vibrant international metropolis containing unique cultural phenomena typical to big cities as well as presenting national holidays, customs and traditions that allow readers to fully appreciate the living habitat in Israel. Chinese readers learn, for example, that the Jewish holidays varies from the Christian ones, such as Chanuka which is celebrated in December and holds some similarities to Christmas, as the same, it is regarded as a holiday of lights where family gathers together,  but there is no Santa Christmas, but rather it is the parents who give money to their children and there is no Christmas tree but rather a cheerful family colorful candles lighting  ; people celebrate Purim which is some way resembles Halloween, due to the tradition of children’s dressed in customs, but the narrative is completely different, and so are the symbols related to the festival; On Shabbat evening (meaning Friday evening),  most Israeli sit together to enjoy family dinner,  religious families (about 20% of Israel population) refrain from touching electricity nor any object related to fire during the entire Shabat day (24 hours from sun down of Friday evening to sun down on Saturday evening). In addition, Hanuka’s comics communicates the Israeli anxiety living in the complex political situation, such as the need for Israeli civilians to rush into a shelter room whenever Hamas launches rocket to Tel Aviv or Haifa. And thus, although living as part of the Jewish community and/or in a permanent state of constant security tension is an obvious situation for every Israeli, it requires some additional explanation to those who have never personally encountered any Jewish holidays nor any life-threatening experience. 

2. Multimodality, Comics and Translation Studies
Since the Cultural Turn in translation studies from 1970s, translation no longer simply refers to language practice; the study of multimodality such as movies, children’s book and comics has gradually become the focus of researches as well (Kaindl 2019). “Comics generally incorporate written text—including a ‘soundtrack’ (diegetic, extradiegetic, onomatopoeic manifestations)—and visual content” (Adler & Kohn, 2020: 6), and, therefore, “reposing on the interaction between [pictorial and verbal] elements, comics conveys a multimodal message, a “blend” of different semiotic resources” (Öztürk & Tarakçıoğlu, 2020:129). 
A great many studies have been done about the impact of multimodal on translation. Including among others Roman Jakobson who distinguishes in his well-known 1959 essay “On translation” three kinds of translations, “intralingual translation”, “interlingual translation” and “intersemiotic translation” in his On Linguistic Aspects of Translation (2013: 233), among which the third kind “is an interpretation of verbal signs by means of signs of nonverbal sign systems” (ibid). The phrase “intersemiotic translation” perfectly summarizes one connotations of multimodal translation that transference between or comprehensive employment of different modes, mainly verbal and non-verbal modes. Jakobson affirms the significance of semiotic resources in meaning-making, and in view of this, Jakobson’s distinction of “intersemiotic translation” can be regarded as early pioneer of multimodal translation; however, his emphasis on the dominate role of “verbal signs” restricted the relevant researches to the translation of linguistic aspect. Toury then further develops Jakobson’s definition by defining translation as “the transfer of the selected, relevant features over (one or more than one) more or less defined semiotic border” (Toury, 1994: 1114), broadening its self-imposed boundaries to the mutual-transference between different semiotic systems and therefore, the definition of “intersemiotic translation” is redefined as “the two codes being two different sign-systems, whether one of them is verbal or not” (Toury, 1994: 113). The verbal dimension is no longer the primary concern in textual studies; other semiotic codes like image and typography become independent from the traditional verbal one. With the increase of multi dimension of modes representations the need to redefine translation boundaries or comprehension responsibilities attracts scholars’ attention. For example, Gottlieb (1997:111), Remael (2001:13-14) to whom intersemiotic translation means the interactions between various signs in the construction of meaning. Tong-King Lee states that “[a] technologically-mediated sense of translation that traverses the boundaries of not just two languages but also two or more media opens up the potentialities of different ways of communicating literary meaning” (2013: 241). Concrete researches on translation of multimodal discourses, like illustrated/picture fiction, film and advertising, composed by various modes have been done by Oittinen (2003, 2008), Alvstad (2008), Pereira (2008), Baumgarten (2008) and Torresi (2009). Based on his “Post-Translation” philosophy in which “translation is viewed as fundamentally transdisciplinary, mobile, and open ended”[footnoteRef:5], Gentzler (2016) even regards rewriting, adaptation and interpretation as translation as well.  [5:  https://www.fusp.it/journal_75.html] 

These studies indicate that translation scholars have begun to explore how non-verbal modalities are woven together with verbal information into an intersemiotic network to complete the transformation and reconstruction of meaning in different cultures from different dimensions. Verbal and non-verbal signs jointly contribute to the readers’ perception, understanding and interpretation in the communicative context of the source and target cultures. Meanwhile, replication, variation and rewriting of multimodal signs become the researching objects of translation studies.
In his book on “Comics and Narration” Groensteen question the potential of “sequential art” by asking “Can an isolated image narrate? Can it, on its own, tell a story?” (2011: 21). Over the last year, Comics is taking its place in mainstream literary as an open, anti-dogmatic artistic means of expression, part of the newly digital graphic literature serialized format meaning production writing, that are based on the principle of surprise. Illuminating banal, marginal daily events that tend to be ignored and yet, the conclusion (or the implied insight) abrupt - both the protagonist and the reader. However, most translation studies in this field focus on translation of text component, framing the reader’s understanding, disregarding the visual image work which is closely tied to its content, and often is an essential part of the broad text meaning; And thus, miss layers of potential component of the text-context meaning as a whole, created by the interaction between pictorial and textual expressions. 
 Attachment to the traditional translation study models to the language level solely, is an adherence to a certain single layer of expression, one interface, a rejection of potential behavioral and cultural dynamics implied to challenge modern information complexity, as well as ignorance of transcending natural language to make full use of overall verbal or non-verbal resources for communication. 
Similar to any other visual image product (e.g., film and photography), comics translation experiences notable cross-border cultural communication dissemination, and therefore should be properly translated for the target market.  The Comics combination of visual and verbal elements holds significant added value holding trans-language, transcultural, and trans-technology potential (Appadurai 1996). “As textual materials are loaded with cultural items, so are pictorial elements” (Öztürk & Tarakçıoğlu, 2020:129). Pictorial images have no precise repertoire of speech acts and meanings, claims Kaindl, thus the connotation or the implication the image carries with it remain unfixed nor unique but context-dependent. “This uncertainty of semiotics opens up a wide field of interpreting for image modes […], which can culture-specifically vary greatly, and thus transfer-oriented investigation methods are necessary” (Kaindl 2013: 265). 
[bookmark: _Hlk96632338]Noteworthy studies on comics’ translation have been conducted by scholars like Klaus Kaindl (1999, 2004) and Maria Grun and Cay Dollerup (2003), Federico Zanettin (2008a, 2008b), Katerina Pastra (2008), Emer O’Sullivan (2009) and Michał Borodo (2013, 2015, 2016), among whom there were some have adopted multi-skilled perspective. In figuring out to what extent multimodal translation relevant to translation studies, Kaindl (2013) figured out that the translation studies focus more closely on the communicative correlations between different modes. Basically, he proposed the three following kinds of relations:
The illustrating function, whereby the modes basically transport the same information and thus support each other in their meaning; the commenting or extending function, whereby the modes supplement each other in their meaning, add something or concretize it; and the contradictory function, whereby the meanings between the modes contradict each other. (Kaindl, 2013: 265)
3. Translation and Perception of Israeli-Jewish Culture in China
Multimodal translation can be interpreted from at least two perspectives: (1) the translation of multimodal products like film and advertisement; (2) the transference between or comprehensive employment of different modes in translation, for example, to transfer the lingual mode into pictorial mode or vice versa. In the case of the Chinese translation of The Realist, it firstly is a product from the general view and involves the transference between the verbal and non-verbal modes in the translation of a number of specific comic strips.
As a translation of multimodal product, it has been observed that there is no change in the panel size and other comics elements such as numbers of panels on each page, color and perspectives are mostly preserved in the Chinese translation. Both Hebrew version and Chinese translation contains strips, such as the one  describing that Hanuka’s nuclear family are forced to look for a new apartment of, as the one they are renting now is about to be sold. Hanuka tried to comfort his wife saying they will surely find one, but anxieties driven from the unconscious overwhelmed him to fear of the possibility they might end up sleeping in street, not able to find any place to live in the whole universe (ibid). 
However, the visual composition may be disconnected from its context, or even entirely missed, due to lack of language communication; Or in other words, a major element in the translation might be missing in the equation and let us give one specific significant example.  Readers of the original Hebrew version read the pages by opening the book from right to left, while readers of the Chinese translation, open the book, as in English, from left to right. The difference in the intuitive gaze of the eye (right-left) effects the units of meaning that may be connected to each other, mainly on these illustrations where both languages appear (see for example: figure 2).  
This and more, symbolic resources that have a certain intentional meaning in one culture and social context may not share the same meaning when transferred to another cultural or to a different social system. In some cases, it might even hold contrasting units of meaning “The change of the medium is one of the difficulties for translators as [the] target readers change as well as page layout and serial format. This may result in some adaptations in translation caused by readership and formatting” (Öztürk & Tarakçıoğlu, 2020: 135). And thus, Hebrew requires reading or writing from right to left and its users understand texts expressed in this way without doubt; however, of the descriptive means of expression may violate the receivers’ reading habits and disrupt proper transference of meaning, especially in comics who’s meaning strongly dependent on both verbal and visual descriptive expression sequence. 
In the case of translating The Realist, expert sources provide the discourse, relating on the translator ability to handpick their understanding, by adjusting the layout of the comic strips, including altering the right-left direction in the Hebrew version into left-right to cater to target readers’ needs. Accordingly, the writing direction of linguistic expression is adjusted as left-right as well. 
The Chinese translator’s manipulation in Hanuka’s book, in some sense, present limited (if any) context discourse, as the book is a translation of a translation. Meaning, the Chinese translator’s source text selected is the French version K. O. à Tel Aviv which has already been adjusted into left-right direction to cater to the French readers’ reading habit. The adjustment assures the acceptance at a baseline. However, by presenting the adjusted translated formulation, ignoring (or even unaware) to the direction of writing identifies Hebrew the language and even the unique visual expression style of text in Israel, the target readers, lose a valuable layer of meaning. Some elements are disconnected, and read, in some sense, as separate and independent, particularly by Chinese readers who lacks any additional knowledge regarding Israeli-Jewish culture. In other words, the translation, most probably unintentionally, creates a semiotic landscape that is fundamentally different from the original source, and thus, losses an opportunity to reproduce meaning as well as to add continues or complementary units of meaning that belong together on the given Israeli society.
It cannot be denied that it is the translator’s plight whether to maintain loyal to the original culture or to adjust to cater to the target audience. But we argue that there should have been added an implied cultural transformation/interpretation enabling the juxtaposition of the two images (original and translated).
The translator employed a, somewhat, compromise translation strategy of transferring the non-verbal mode to verbal mode, as in some comic strips flashes of the different, unfamiliar culture remained. The additional information, presented in verbal mode, supplements each other with the pictorial images, aiming to authentically reflect the source text while introducing new information to target readers. For those added information, the translator marked with an asterisk sign at the top-right corner of those being suppled and in front of the supplementary information orientation of historical time and place, such as in the comic strips of “זיקוקים” (Zikukim [fireworks] translated to- 独立日Du Li Ri in Chinese (which actually means “Independent Day”), “סיפור קצר”(Sipur Katzar [short story] 短篇故事Duan Pian Gu Shi in Chinese), “גיבור מקומי” (Gibor mekomi [local hero] 本地英雄Ben Di Ying Xiong in Chinese), “90 שניות” ([90 seconds] 90秒90 Miao in Chinese). With the added information instalment approach, the target readers is privileged with a general impression of the Jewish cultural and religious customs in Israeli, for example on how the major Jewish population mark the beginning of Shabbat evening with a family dinner;[footnoteRef:6] empathizing the “hide or die” anxiety ; as presented, in another Comics example presenting hastiness to rush to a shelter room conveyed by combined modes: images of half-naked man, bare-footed girl as well as Hanukah’s exaggeratedly big steps going downstairs. A visual image headed by literal caption: “90 seconds” with added explanation at the bottom of the same page explaining that 90 seconds is the time civilians have to find safe shelter between the siren and the fall of the missile.  [6:  Jews are the majority of the Israeli population- 75%.] 

However, very few translations are annotated versions, one of the reasons might be due to what Michelle Foucault once named the “taxonomic impulse”, avoiding the intellectuals’ impulse to classify of natural objects and explain the world; but most probably, is simply because the translator him/herself has not enough background knowledge or information about the subject. 
In the comic strips captioned “כריש דם” ([Karish Dam], literally means Blood Shark, which is an intentional letter distortion, wrongly print in the original term קריש דם [Krish Dam], meaning Blood Clot) as the Hebrew version presents, the Chinese translation becomes 光明节快乐 Guang Ming Jie Kuai Le (Happy Chanukah) with an added explanation on the Jewish holiday -Chanukah. In light of the last three comic strips lighting a candle, the caption, as well as the translator’s addition, and the images “basically transport the same information and thus support each other in their meaning” (Kaindl, 2013: 265). However, this is far from enough for the Chinese readers to elevate the understanding of the “punch line” from the slim verbal presentation to the nonverbal Jewish folklore context. The image itself does not contain any causality nor consecutiveness in meaning. In this case, understanding Chanukah holiday first and foremost a celebration of light and miracle to the Jews. As a result, the Chinese reader is left with an isolated image and losses the intentional reference discussion, interlacing the cartoonist’s personal miraculous survival from a life-threatening blood clot and the holistic thinking of the ipsa causa of the national holiday.
     This and more, Chanukkah’s Candles are always colorful and it is customary to let the children light a candle in the Chanukkiah (the Candleholder), and if the children are young, an adult will help them. In the image (presented below), while the first 6 images can be universally understood, the last part double meaning is lost in translation, leaving the international reader with the depressing universally traditional custom to light a white memorial candle (symbol of purity) ignoring the joyous context, of life worth living for, surrounded by family.
[image: C:\Users\User\AppData\Local\Packages\Microsoft.Office.Desktop_8wekyb3d8bbwe\AC\INetCache\Content.Outlook\RBN26ZF8\Happy Hanuka (002).jpg]
Figure 1: קריש דם
Instalment of added information (and/or annotated version) is thus constitutive edition to the comics meaning making, as it constructs the relationship between cause and effect, or in other words, negotiating the gaps in the text.[footnoteRef:7]  [7:  Compare with: Brian McHale and Rachel Blau DuPlessis “segmentivity”. A term used to describe how poetry creates meaning in the gap of text; Sean O'Sullivan. “Broken on Purpose: Poetry, Serial Television, and the Season.” Storyworlds: A Journal of Narrative Studies, vol. 2, 2010, pp. 59–77. JSTOR, www.jstor.org/stable/10.5250/storyworlds.2.1.59. Accessed 9 May 2021. 
] 

To introduce Jewish culture in a more acceptable and familiar way, we employed multimodal media and played the episode “The One with the Blackout” from the well-known American sit-com “Friends” to a group of master degree students (13 people) and bachelor degree students (29 people) separately. The scene take place after a city-wide blackout falls on New York, forces the bunch to seeks for any lighting solution they can find, lighting every candle they could find at their apartment.  Joey Tribbiani, who is one of the leading characters, known mostly as an unwise guy, holding a “Chanukkiah” with seven candles lighting on it and enters the room (Figure 2): 
  [image: ] [image: ]
[image: ] [image: ]
Figure 2: Extracted Clips from Friends (Season 1 Episode 7)
From the audio-mode, it can be heard that Joey’s appearance with the Chanukkiah candle-holder (the top-left picture) brings bursts of laughter from the live audience at the scene. However, the examined Chinese students’ responses were worth exploration: most of the 13 master students laughed while almost all the 29 bachelor students kept silent. Then different questions were proposed to those two groups of students, with “what are you laughing at when Joey enters?” for the master students and “why the live audience laughed at the appearance of Joey?” for the bachelor students. 
The bachelor students had no explanation for the laughing reason of the live audience. However, the reason why the master students laugh varied, some thought the way Joey walks was funny while others suggested that Joey’s ignorance of lighting so many white candles, which, to some extent, are taken as ominous object related to memorial ceremonies, makes the situation amusing. In that sense, the students grasp the irony of the presence of an object that has been taken out of context. But failed to understand the intended joke the producers were aiming for, as even when all the students (undergraduates and graduates) read the added explanation on the subtitles, mentioning the related context, including key words such as “Rabbi Tribbiani”, “old roommate was Jewish” and “Happy Chanukah”, the amusing situation remained alien and meaningless to them. 
Clearly, unlike the majority of the American audience who are most probably familiar with basic Jewish traditions, most Chinese hardly ever had any acquaintance with Jews or and as a minor-stream culture, nor even heard of Jewish religion, tradition, custom or convention. Judaism was rarely introduced nor circulated among Chinese mass, except in a handful of selected universities.[footnoteRef:8] Due to its worldwide popularity Friends episodes are often employed and recommended to watch in China, mainly to English majors, by university teachers for language learning or sub-caption translation in China as means of practice for a daily American English. And so, even with such great popularity among Chinese audiences, cross-culture, or rather, non-mainstream cultural elements in Friends are missed. The Chinese translator of the sub-caption lack of coherence, fail to recognize the added value of the elementary/basic world building Jewish heritage and culture elements, and might result confusion or misunderstanding to ignorant audiences.  [8:  See: Gurevitch and Gao, XXX, 2022: XX] 

Here is another misperception example, taken from the same scene. In the top-right scene, Ross ironically called Joey as “Rabbi Tribbiani” (Head priest Tribbiani) which should be “崔比阿尼拉比Cui Bi A Ni La Bi” in Chinese with the family name coming ahead of the caption without any dot in the middle based on the Chinese addressing norm. However, the translator mistakenly translates “Rabbi” (head priest) as a given name, connecting “Tribbiani” with a dot in the middle as a name together. To those Chinese audiences like one of the tested students who has been quite acquainted with the figure’s name “Joey”, such translation would be a puzzle. Not to mention that though it is not a widely identified term, “Rabbi” has the Chinese translation as 拉比 la bi accepted as a convention rather than 罗比 luo bi. 
Undoubtedly, employing multimodality like adding audio sound, visual image and language as sub-caption, could have enriched the viewers cultural benefit of understanding the signature features of a narrative in edition for understanding other cultures sense of humor. 
Like the tested students, who assume lighting white candle holds ominous indications, Chinese readers of The Realist may also confront the puzzle of the meaning of combining the word “快乐(happy)” and the image of lighting a white a candle in the pictorial images. In this case, the adapted translation of the caption, 光明节快乐Guang Ming Jie Kuai Le (Happy Chanukah), unlike the Chinese translation “כריש דם”, (although it might encompass global meaning of life and death), fails to make sense, and the explanation added in the footnote helps nothing to the understanding of the Chinese reader. 
With the background information that Chanukah holiday essence revolves around light, happiness and miracle, the caption, as well as the translator’s addition, and the images in the last three comic strips in the Hebrew version “basically transport the same information and thus support each other in their meaning” (Kaindl, 2013: 265). However, due to the lack of the knowledge on Chanukah and cultural shock on the image of white candle, the meaning of the combined multimodal expression in the Chinese translation is missed. Even the feeling that the word “快乐kuai le (happy)” actually contradicts to that the pictorial images have upon the Chinese readers. 
Similarly, the same mis-interpretation to the original comic intention repeats itself. If we return to The Realist with comic stripes translations such as “זיקוקים” (fireworks) and “ככה זה בחיים” (that’s life) with the former translated as 独立日 (Independent Day) and 再见 (Goodbye) for the later. It cannot be denied that those adapted captions are supposed to “basically transport the same information” as that the pictorial images do, so they can be regarded as modes that “support each other in their meaning” (Kaindl, 2013: 265). However, the effect to the Chinese readers differs. 
[image: ]
Figure 3 独立日 Du Li Ri (Independent Day)
In the translated comic strips of “独立日 (Independent Day)” (Figure 3), the mixed language mode with both Hebrew and Chinese may be understood as editorial neglectful amateur work; while implied multilingualism could have been considered if written in English, the decorative lighted sign presented in the left picture is incomplete saying “יום העצ” (fragmental of the words: יום העצמאות), though incomplete easily understood by any Hebrew language reader, and should have been translated to correspond to the Chinese thematic features of the comic presented. The esoteric Hebrew inscription is meaningless to most if not all the Chinese readers as they are not familiar with the Hebrew language. 
In turn, it repeats at the comic strips 再见 (Goodbye; ככה זה בחיים in the Hebrew version) as well, originally presenting yet, the implied humoristic intention is missed again, as most Chinese readers perceive the sadness of separation associated to the emotional turmoil when separating from family. 
[image: C:\Users\User\AppData\Local\Packages\Microsoft.Office.Desktop_8wekyb3d8bbwe\AC\INetCache\Content.Outlook\RBN26ZF8\Good bye (002).jpg]
Figure 4: ככה זה בחיים
As the only language mode in the whole page, “‘that’s life’ (ככה זה בחיים) may be ambiguous [or misunderstood here] as usually said when something unfortunate has happened and should be accepted as part of life” (Adler & Kohn, 2020: 10). Yet, in Israeli jargon, it is customary to say the sentence ironically, in order to give proportions to the levels of difficulty; or signaling the need to come to terms with the existing situation, even if it is uncomfortable or seems traumatic to the complainant. Therefore, feelings associated with helplessness, loneliness and depression miss the parent humorous message, which implicitly seeks to tell the child that to spend the day with Grandma, while the parents at work, is not so dramatic as the child tries to claim. And thus, completely different than the  meaning carried in the caption “再见(Goodbye)”. Here again, without any of the relevant background knowledge, Chinese readers’ have no way to learn that Israeli children tend to negotiate with their parents about their comfort preferences, and most parents identify with the humor of Hanuka who claims, and that is another jargon/ figure of speech saying, “the demon is not so bad” (השד לא נורא כל כך) and spending the day with Grandma is fine.
4. Research on Chinese Readers’ Perception as an Empirical Work
To examine how the Chinese readers accept and interpret Comics, we employ the empirical research by applying the program language of Python to perform statistics of the short comments on the Chinese translation of this book published on Douban on which the book is scored 8.7 points out of 10, then to calculate the high-frequency key words with a selected formula and visualize the data via the mapping software Xmind. 
Based on the data, it will be possible to know if the readers, as foreigners to Israeli-Jewish culture, be able to understand the meaning implied in the comic work without the relevant background; and if the answer would be positive for the previous question, examine what does the readers gain from the process, in terms of sense of humor, common sense or any new knowledge. Since The Realist involves quite a vast span of issues including family life, economy, daily life, war, religion and social customs, the visualized high-frequency key words can show the most-concerned or understood topics perceived by the Chinese readers to some extent. Moreover, in the examination process, the translator’s role is taken into consideration as well. 
(a) Perform Statistics and Visualize the Data
Based on the static characteristic of webpage of the existing network of Douban website, we used the general-purpose programing language Python to write a program on the Pycharm platform. As “an interpreted, interactive, object-oriented programming language” and designed by Guido van Rossum in 1990, Python “provides high-level data structures such as list and associate arrays (called dictionaries), dynamic typing and dynamic binding, modules, classes, exceptions, automatic memory management, etc.” (M. F. Sanner. 1999). Taking the webpage of the comic book “现实主义者Xian Shi Zhu Yi Zhe” (the Chinese caption of The Realist) on Douban as the aimed webpage, we scrapped all the data (498 short comments/reviews by the date of January 4, 2022) with the assistance of Requests, a library of Python used to easily make HTTP request, and BeautifulSoup, another library used for parsing documents like HTML or XML files. To be specifically, Requests was employed to obtain the HTML of the page of the Chinese translation of The Realist on Douban, and then we parsed all the readers’ comments with BeautifulSoup from the raw HTML. 
Due to the fact that the readers’ interpretation of the book varies a lot, we employ the library Jieba, which is built to be the best Python Chinese word segmentation module, to perform Chinese word segmentation on the scraped data (short comments) of the extracted notional word, especially nouns, and write a program to obtain a statistical document of the frequency of word segmentation. The result of the statistics of the key words extracted from the readers comments, answering the question: what is the The Realist Comics is about, the answers are listed as follow: 
	Word frequency
	Key words

	214
	life

	117
	the author

	96
	comics

	94
	realist

	58
	Israel

	41
	story

	37
	world

	36
	realism

	34
	Hero, family

	30
	Imagine ability

	25
	imagination

	24
	Illusion

	23
	Comic artist

	22
	dream

	21
	kids

	20
	identity

	19
	Pressure, feeling

	18
	Readers, works

	17
	Human life, politics, the whole human beings

	16
	time

	15
	Culture, job, methods, real life

	14
	Image, race

	13
	Surreal, content, comic style, trivia

	12
	society, chaos, shechu (coporate slave), emotion, stuff, color

	11
	Depicted picture, common people, Jews, problems, crisis, comedy

	10
	Ending, Arabs, father, adult, bills, cover page, creation, man, husband

	9
	Fragments, inner mind, record, human, powerful and unconstrained style, country, words, 9-panel grid

	8
	Lineage, novel, drawing, religion, topic, form, individual, scene, film, middle-aged people, style

	7
	Deconstruction, pool of blood, conflict, visual perception, art, detail, interpretation, single page comic, experience

	6
	God, drawing pictures, background, ability, perspective, comic writer, artist, body, son, astronaut, situation, human life, elements, illustrated picture

	5
	Illustrator, city, marriage, rent fee, structure, couple relationship, book caption, black-humor, people, diary, social communication, loan, performing power, performing techniques, process, thinking, environment

	4
	U.S.A, drawing pen, story ending, shadow, warm-hearted, supermen, autobiography, Jewish, times, reading impression, language, war chaos, economy, couple, renting, peace, metaphor, lines of pictures, picture size, master, loser, China, meaning, creation material, color matching, impression, wife, toy, heroism, plight

	3
	Earth planet, eyeglasses, harmony, depiction, alien place, growth, state, passion, implication, caring, events, Paris, NewYork, bank, innocence, violence, terror attack, magic, chance, brain, idealist, debt, psychology, daughter, creativity, bold, empathy, moments, interest, dream, candy, travel, introduction, elucidation of the theme, transition to another viewpoint and summing up

	2
	Image, bottle-neck, isolated-island, times, Maus, cultural background, modernity, Holy Bible, Canaan, space, ethnic group, metropolis, foreign country, grown-up, current situation, courage, accuracy, threat, unfamiliar, album, custom, nation, living-life, heart-touching, word-size, skin-color, tradition, romantism, history, war, outer space, idea, daddy, trust, helpless, transform, universe, mind, happiness, school, library, philosophy, tragedy, boring, social class, mass, exception, commonality, attitude, opinion, quality, figure, dramatic, daily-life, vivid, expectation, breed, modern people, tension, consumerism, human nature, discourse, globalization, impact, battle, shopping, young people, Middle East, profession, habit, action

	1
	Lu Xun (a Chinese writer specializing in irony), 1-panel grid, 6-panel grid, bold, wallet, siren, Zionism, choosen people, news report, immigrates, etc


Figure 5. Key Words List (Chinese in Origin)
To avoid the randomness of high-frequency keyword selection, the revised formula [image: ] (in which I2 represents the quantity of those key words have a frequency of 2) for high-and-low-frequency word demarcation proposed by Joseph C. Donohue in his Understanding scientific literatures—A bibliometric approach (1973) is used to get the word frequency boundary, getting the threshold value 18. That is to say, those key words have a frequency of at least 18 are referred to as high-frequency ones. It is also necessary to note that we mix those key words and their frequency value together sharing the same meaning, though they differ in expression. The following is the visualized form of the high-frequency key words (translated into English) and their frequency value via the mapping software Xmind: 
[image: ]
Figure 6. Visualized High-frequency Key Words
(b) Chinese Readers’ Perception Based on High-Frequency Key Words
According to the visualized data (Figure 6), it is clear that we got 17 key words with a high-frequency value of more than 18 extracted from the readers’ comments, showing that the most concerned topics are “life”, “author”, “imagination”, “comic”, “realist”, “realism”, “Israel”, “story”, “family number”, “family”, “world”, “hero”, “war”, “dream”, “identity”, “pressure” and “readers”. The topic owning the highest value is “life” with a frequency of 214. This proves that though are in two countries and are with significantly different cultures, Chinese readers share the same feeling and understand the chaos and triviality as well as the pressure of life with the figures, or to be exactly, Asaf Hanuka’s family, in the book. It can be summarized that the empathy makes the acceptance and perception of The Realist among Chinese possible and easier. Or to explain this phenomenon in the light of Vladimir Biti’s “Cosmopolitanism” that people can feel associated with others for various reasons; they establish intellectual or affective connections or some other kind of elective affinities and thereby forge imagined communities, despite the differences in culture, nation, geopolitical position or language (Wan & Biti, 2018: 2-3). The author Asaf Hanuka thus plays the role of the representative or the spokesman of the “imagined community” in which the members meet life pressure; and that may be the reason why “the author” is the second hot-discussed key words as will be analyzed in the following part.
And the second most concerned topic, “the author”, with a frequency value of 140, is mainly about his creation style, the way he presents daily life and the world, serving as a typical example indicating that the Chinese readers are growing interest in more Israeli authors after Amos Oz.[footnoteRef:9] To a certain extent, the topics of “imagination”, “realist”, “realism” can be taken as the extension of the topic the “author”; as a realist, his comic style belongs to realism, and it is his imagination that attract the Chinese readers’ admiration. The main cultural gap is apparently the different approach to the question of what is amusing and the sense of irony (e.g. the common use of “black Humor” in the Israeli-Jewish daily speech). Chinese viewers intuitively identifies with the description of the difficulty in dealing with everyday challenges, but miss the cultural completion of the situation (which is another very common term used in the Hebrew jargon “Ze Hamatzav” [זה המצב] parallel to “That is life” mentioned earlier). [9:  Amos Oz can be regarded as the most popular Israeli writer in China at present due to the scholar and translator Zhong Zhiqing’s endeavor in last decades. See our paper “The Reception of Contemporary Israeli Literature in China: The Case of Etgar Keret”.] 

As to the rest of the mentioned topics, they mostly point at ones shared by all people including key words such as: “family”, “family members”, “dream” or “identity”. Some of the readers interpreted those Israeli-Jewish culture specific topics including specific (limited) knowledgeable keywords such as “the conflict between Jews and Arabic people”, “the religious rites”, “the Jewish humor”, “terrorist attack”, “immigrates”, but the statistical data shows that they are few, and those topics have got far from enough attention of the mainstream Chinese society. Of course, the reasons are worth exploration and that will be the main point of next part.
5. Conclusion
“[The] depiction of culture-specific objects or behaviors can lead to comprehension problems on translation” (Kaindl, 2004: 183). Though the linguistic texts are translated and the pictorial format is properly adapted in the Chinese version of The Realist, the cultural elements gap remain to be of Israeli-Jewish figure of speech and meaning. As close research on the translation shows, since Chinese readers are unfamiliar with the religious artifacts, Hebrew language and sense of humor, addressing/naming title or even ethnic subdivisions due to geographic branching, they would not recognize those cultural-specific elements and the meaning they carry; therefore, the comic effect created by the interaction between the modes of linguistic speech and still image will in part be lost to the target readers.
[bookmark: _Hlk96676708]Certain semiotic resources which are often used in a specific and cultural environment to express a certain meaning form a convention about the usage of such semiotic resources in this context. However, the meaning of such semiotic resources dependent on specific conventions does not have universality beyond the specific culture. Such conclusion is empirically proved by data listed in Figure 3 and the visualized high-frequency key words in Figure 4 as well as the mistranslation in the example of Friends. The data and analysis in this present paper further leads to the summary that the perception of the meaning of each comic is not optimistic, though The Realist is well accepted among Chinese (8.7 scores out of 10 based on Douban website). Chinese readers’ knowledge deficit of semiotic resources rooted in Israeli-Jewish culture leads to their ignorance or missing out of the themes in some comic strips. 
Due to the feature that “in a comic book, the visual mode plays the primary role and the verbal mode has a subordinate and complementary role to play” (Michał Borodo, 2015: 23), the translator’s subjectivity in manipulating elements of comics is constrained or restricted. It is not surprising that the additional information in target panels is no longer than two lines to keep “the balance of the picture and text relation” (Öztürk & Tarakçıoğlu, 2020: 136), just playing as a clue for the readers to search for more information themselves. 
Being remote in distance and non-mainstream culture to Chinese, Israeli-Jewish specific elements need explanation when introduced and added information helps in promoting their acceptance and Chinese readers’ acquaintance of this certain culture. However, the key to interpret comics is to understand the communicative correlations between different modes. Limited or constrained adjustment of the “building blocks” of a certain mode or additional information to some specific cultural elements is far from enough for foreign readers to interpret properly. 
We pointed out that the translator’s mediation of comic texts is grounded in processes of perceptual hermeneutics. As a bridge between languages and cultures, the translator of minority state or culture in particular is supposed to play the role of interpreter to make up the target readers’ deficiency from cognitive, cultural, religious and other perspectives, especially when translate multimodal works like comics which requires much of the readers’ background knowledge. In this regard, the translator required to have the capacity to interpret the cultural-specific elements and then the meaning produced by the interaction between different modes first and to transfer such perception to target readers together with the translation work. In translating the comic strips The Realist into Chinese, the visual dimension was almost untouched, except the textual direction; therefore, it can be said that the target readers are exposed to the original images and the meaning they carry, no matter it is a common-sense knowledge or Israeli-Jewish specific culture dependent. If Chinese readers would not benefit from a foreign comic book, then what the role of importing a foreign product? However, translation strategies vary regarding to language, the translator not only translates the already existential words, but adds more.
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