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Abstract: Contemporary sociocultural reality, as shaped by its cultural products, shows a
major trend towards audiovisual media, which offer a combination of communication channels,
resulting in the emergence as well as the consolidation of audiovisual discourse. On the other
hand, the transition to a new globalised era has led to increasing needs for audiovisual
translation, which has become indispensable for contemporary entertainment so as to ensure
interlingual as well as intercultural communication. This paper focuses on the polysemiotic
nature of subtitling, which constitutes the most common form of audiovisual translation in
Greece. This specific trait poses significant obstacles to the translator, who has to be able to
decode a plethora of different code systems, whose intertwining stems from the interaction of
two different channels, the visual and the aural. A good subtitler should take into account the
interplay between all the variant constituents of audiovisual products.

The visual information provides the context in a film, thus giving communicative clues
to the viewer, but it can also act as a constraining factor when there are linguistic elements tied
to the image. The aural channel is mainly comprised of the music and the sound effects as well
as of the verbal code, which still has a pivotal role within the film. Hence, a thorough linguistic
scrutiny on a semantic and syntactic level should be employed, together with certain
sociolinguistic considerations in terms of linguistic varieties, such as register, slang, jargon etc.
Moreover, further linguistic limitations, such as wordplay or puns, as well as cultural and
technical (i.e. spatial and temporal) constraints are interrelated to form a multidimensional
whole. Overall, it is suggested that the subtitles should be integrated with the other sign systems
of the film, so that the viewer will be able to decode all the semiotic clues present in it.

Keywords: subtitling, semiotics, sign systems, visual channel, aural channel,
linguistic limitations.

1. Evcayoyn

To Bewpntikd vIOPabPo TOL VTOTITAIGHOV £xEl dtopopPwOEl oe peydrio Paduod amd v
eMIOPAOT TNG ONUEIOTIKNG, 1 omoio €0TIAlEL 0TN HEAETN TV oNUEl®V oTNY AmddooT
VonUatov kot v epunveia g mpaypatikottas. H ovvelspopd e Ocwpiog tov
[Molvovotudtov tov Even-Zohar 610 up0tEPO TAAIGIO TV HETAPPACTIKMOY GTOVOIDV
doKnoe 1oYLPN EMPPOY| ®G TPOS avTH TNV Katevbuvor. Zouewvo pe tov Even-Zohar
(1990: 9): « The idea that semiotic phenomena, i.e. sign-governed human patterns of
communication (such as culture, language, literature, society), could more adequately be
understood and studied if regarded as systems rather than conglomerates of disparate
elements has become one of the leading ideas of our time in most sciences of many.
Eniong onuavtiky vmp&e n ovpPfoin tov Roman Jakobson pe 1 Sidkpion g
petappaong o tpia €10n: evooyAwaooikn (intralingual), dtaylwooikr| (interlingual) and
dwonpelmTikn (intersemiotic). O VIOTITAMGPHOG GuYKeKpLUEVA Ba propovoe va Bempndel
€vaG GLVOVACUOG JOYAWCGIKNG KOl SLUCT|UEIMTIKNG UETAPPACTG, APOV EKTOC OO TNV
gpunveia Tov YAwoowoh kddwka ™G touviag péca ota Oplo vOg GAAOV YAWGGIKOD
GUOTNLOTOG, OTOLTEL KO TH LETAPOPA TANPOPOPIDOV HETAED SLOUPOPETIKMY GUOTNUATOV
Kodwomoinong (dnA. amd tov Tpoeopikd 6to Ypoantd Adyo). H ocvykekpiuévn epyacio
avaAVEL TN OLOIKAGTO TOV VTOTITAGOV YPNGLUOTOIDOVTAG L0 CUEIWTIKY avAAVOT MG
Baon.



Otav moapakolovBovpe pion Tovior PHETEYOLUE JLOPKDOG GE 0L VITOGLVEIONTN
OlodIKaGIo  AmTOK®OIKOTOINoNG OPOPMOV GLGTNUATOV ONUACLOOOTNONG, OTMC TOV
AekTIKO KOOKA (TOV TEPIAAUPAVEL YADMGGIKOVG KOl TOPAYADCTIKOVG VTOKDOIKES), TOV
ovUTEPLPOPIKO KM (T.y. Kobopiopévol kowvwvikol poAol, TeEAETOLPYIES), TOV
COUOTIKO KMOKO (.. EKPPACELS TPOCHTOV, PAEUUA, GTACT TOV GAOUATOG, COUOTIKN
eMaPN) KaB®OG KOl TOLG KIVIUOTOYPAPIKOVS KMOIKES TOV TEPIAAUPAVOVY TEXVIKEG TNG
EIKOVOG, TOV QOTIGUO, TN YPNOT TNG KAUEPACS, TN HOVGIKT. Ot KIVIUOTOYPAPIKES TOVIEG
dev givar amotéleopo TVXOIOV CLVOLAGHOV EIKOVOV YWPIc ovoia. Alopopetikd dev HBa
vpye 0 Aoyog vmapéng toug. O Metz (1974: 101) avagpépet 6t « although each image
is a free creation, the arrangement of these images into an intelligible sequence — cutting
and montage — brings us to the heart of the semiological dimension of film ». E@dcov
Aowmdv 6o o ototyeia piag taviag moilovv €va GUYKEKPIEVO pOAO Kot GLUPBAAAOVY
OTN HETAO0CN VONUAT®V, UTOPOVUE VO TPOPOVUE GE GUGTILOTIKES KOTIYOPLOTOMGELG,
oL OYl LOVO ATOKUAVTTOLV [0 ECMTEPIKTY OOUN OAAQ Kol Lo €EMTEPIKN OYEON WE
GALOL OTITIKOOKOVOTIKA KEILEVO TTOV SEMETOL OO TNV OPYN TNG OOKEUEVIKOTNTAG, OTWG
avartoyOnke and ) Julia Kristeva. ‘Etot teivovpe va drakpivovpe to O10popeTIKa £10m
(genres) KaO®OG Kot Ta GOUPOAA, TO APYETVTO, TOVG KOVOVG YUPOUKTHPES K. 0.

2. To OnTiko kot To0 AkovoTiko Kavam

H d1bopaon tov doedpov cuotnudtov mpoépyetol ond v aAiniemiopacn o600
OLOLPOPETIKMY KOVOMOV ETIKOIVOVIOG: TOL ONTIKOD Kot TOV 0kovoTikoV. To omtikd
epebiopota mopéyovv To Yevikd TAOIGLO TNG Toviag 6TO 0Toio EKTLAIGGETOL 1 TAOKT
Kol emTpénovy 6to Oeatn va PydAel cuUTEPAGLLATO Y10 TOVS YOPAKTNPES, Pacilopnevog
O€ YOPOUKTNPLOTIKA OTTMOG 1 YADGGO TOV CAOUOTOS, 1) £YYOTNTA LETAED TV OUANTAOV Kot
o1 evovpatoroyikoi kdikeg. O Chaume (2004: 19) dnAdver 0t1: « The challenge for the
translator, in cases involving translation of a text associated with icons, is usually to
achieve a translation that respects coherence with the image, that is to say, to add or
include in the translation some linguistic sign that is more or less directly related to the
icon on the screen ». AVt TOPATHPNON CLVOEETOL [UE TO YEYOVOS OTL I EKOVAL GLYVA
Opa MG TEPLOPLOTIKOG TOPAYOVTOS WOHTEPA OTAV VTAPYOVY TOATIGHUIKE KOl YAWGGIKE
otoyyeio Tov givol APPNKTO GLVOESEUEVA E TIC OTTIKES TANPOoPopies. Ovtog To Keipevo
CKAEWOUEVO» 0TV €IKOVOL OVCKOAEVEL TO £PY0 TOVL VTOTITAIGTY, OQOV 1 EKOVA
Bpioketon povipmg ket kKo dev pmopet va avtikataotadel. Xtnv towvia The Big Chill o
Kevin Kline xoita&e pe amopia 1o t{nv tov (jeans), 6tav po yovaika tov {Rnoe va
yivel Tatépag Tov Tod1o0 TG enedn giye Kaad genes (onA. yovidola) (Chiaro, 1992: 85).
H Chiaro piyxver 10 Bapog ™G avdAvong tng oTn @®VOAOYIK] OHOOTNTA TV OVO
AeEewv, av Kol OTMS elval ELEAVES TO KUPLO TPOPANUa EyKettal 6To OTL TO Aoyomaiyvio
GULVOEETAL LE TNV EIKOVAL.

To axovoTikd KOvOM amoTeAEiTOl OO Tr HOVLGIKY, TO MYNTIKA €QE Kol TN
YAOooo TtV yopokmpov. H povown mpocsdiopiler ) dwdbeon g toviog (m.y.
YOPOVUEVT, ADTNUEVN K.T.A.) Kot Umopel va omodetytel ToAD onpaviikog fonboc oy
TAPOYOYN VIOTITA®V, €01KE OTaV VIAPYEL AUEPOAIN. WG TPOG TOV TOVO TNG YADCOHG
TV yopoktpwv. Exiong, ta tpayodola aroteAodv avamdoTosTto KOUUATL Ol LOVO T®V
povlikod aAAG Kol TOV TEPLEGOTEPMV GUYYPOVMV TAVIDV. Mmopel va Exovv to poAo
TOoV povokoL background 1 va amoteloVV pEPN NG TAOKNC, OTOTE Ko Elval amapaitnto
va vroTitMotobv. Qo6TOGO0 TO HOVOIKO OToyElo  Jopopomolel ONUOVTIIKE TOV
VIOTITAGUO TV TPAyoudldV amd avtdév tov koo Adyov. O Chaume (2004: 18)
Bewpel 0t « songs that appear in films usually require an adaptation in the translation
that matches the rhythm of the music in accordance with the four poetic rhythms of



classical rhetoric (i.e. rhythm of quantity or number of syllables, rhythm of intensity or
accentual distribution, rhythm of tone and rhythm of timbre or rhyme ». An’ tqv GAAn,
0 AEKTIKOG KMOIKOG, OV €MoNG UETOSIOETOL HEGH TOL OKOLGTIKOV KOVOALOD, &xel
Kaiplo poOAO o€ pio Tovio ool OTOTVTOVEL PEYAAO UEPOC TNG OPAOMNG, EVAD EMITPEMEL
Kot v €0y®yn OCULUTEPOCUAT®V YL TOLG YOPOKTNPES omd To  1dloitepa
YOPAKTNPIOTIKA TOV AOYOL Tov Kabevos. I'’ avtd Bempeitan emTaKTiKy pio eVOEAEXNG
YAOGGOAOYIKT OVAALGT O’ TNV TAEVPA TOV VIOTITAIOTY.

HEeKlvavtag omd To EMIMEO TNG ONUACIOAOYIKNG OVOADONG O VLTOTITAIOTIG
TPENEL VO, TPOYWPNOEL GTO GLVTOKTIKO emimedo. H doun g mpodToong dopépst amd
YAOGGO o€ YA®ooo M oyyMKn ywoo mopddsrypo ypnotipomotlel pa avotnpn SVO
ouvtakTikn oopn (OnA. Ymokeipevo-Pripo-Aviikeipevo), evd n eAAnvikny sivor mo
evéMKTT. O1 GLVTAKTIKOT KOVOVEG TOV SETOLV TN YAMGGA-6TOY0 Oa Tpémel Aettovpyohv
®G 00MYOG Y10 TOV VITOTITAIGTY, DGTE VO, VIAPYEL L0 PUCIKN POT) GTOVG VITOTITAOVG, EVAD
Ol YWPIKOl TEPLOPIGUOL TOV HECOL OTOUTOVV AEMTOVS YEPIGUOVS OGOV apOopd TO
dwywpiopd Tov Keyévov og Ypoupés. Ipoympdvtog 610 Tpaypatoloyikod eninedo, ot
mpobéaelg Tov opAnt) Ba wpémer AnEBoHV VIOYN KAOMG Kol 01 H1APOPES CTPATNYIKEG
mov ypnoponotel otovg SwAdyovg Tig touviag. TEAOG, M KOWOVIOYA®WGGOAOYIKY
avéAlvon amotedel amapoitnTo GLOTATIKO Y10 TNV EMTLYIN TOV VROTITA®V UG TOVIOG.
2y mAEoyneio T@V GLYYPOVOV TOWVIDV Ol YUPOKTNPES YPNOUYLOTOLOVV O1dpopeg
YAOGGIKEG TOKIALEG, O™ TO eMimedo VPovg (register), To €101kO AeAOY0 (jargon), N
apyK®d (slang) k.T.A. Kol pécm ovtdv divovv emmAéov ototyeia 6TOVG BenTéEG Yo TNV
ATOK®OWKOTOINon oAdkAnpne ¢ towviag. H apykd sivon pio yYAwooikn motkidio pe
IGYLUPE KOWVOVIKA YOPOKTNPIOTIKA, 0QOV GYETILETOL WE GULYKEKPUUEVEG KOWVAOVIKEG
opdoeg, Omwg T.y. Ol AQPOOUEPIKAVOL, EVD OMOTEAEL OVOTOGTOOTO KOUUATL TNG
KOVATOUpOGS TV VEWV. ['evikd, o1 KOW®VIOAEKTOL, Ol 1OIOAEKTOL KOl TO OVETIGNUO
EMMEDO VPOVG LITAPYOVV KLPIWG GTOV TPOPOPIKO AGYO Ko 1 LETAPOPA TOVS GTO YPOTTO
AdY0 1OV LVTOTITMG OV TTapoVotdleTal apkeTd TpoPAnpatiky. O TpoPoptkdg AOYOS Exel
p. TPocHeTIKN AOYIKN, VA O YPOmMTOG AGYOC €lvol Lo OPYOVOUEVT KOl 1EPAPYIKN
TAPOLGIOCT TOV  TPOPOPIKOV AdYovL. XNV TAEWOYNQIL TOV  ONTIKOOKOLGTIKAOV
TOPAYOYDV, VTAPYEL [ Téon va epeavilovtol vTOTITAOL e EAMTN YOPOKTNPIOTIKA
TPOPOPLKOD AOYOV, oV Kol €Ivol TOAD CMUOVTIKA Yl TNV OVOTOPAy®YY| TG Wwitepng
YADGGOG TOV YopoKTNpwV. Xvykekpiuéva, 1 Rosa (2001: 216) avagépet 0T1 : « ... the
phonetic, morphological and syntactic features of substandard varieties are a) omitted,
or b) sometimes lexicalized. As for informal and colloquial registers, slang and taboo
words (often occurring in speech), they are usually leveled to less informal standard
discourse ».

3. OvIIgpropropoi

Amo ™V AL, N KABe YADGOO aVIOVOKAQ TIC YVOGELS, TO MOTEV® Kot TS agieg evog
AaoV. O vroTITAMOTNG TTPENEL Vo AAPel VITOYN TNV OAANAETIOPOOT] TV TOAMTIGUIKOV
oToyEl®V TG YADGGUS-GTOYOV, EVA 1] O1U0KAGIN TV EMAOYOV TOv Ba Tpémel var Exet
WG GTOYO TNV Tapoywyn vOg acOnTikov amoteléouatog mov Oa ivol EVompIoTopéVO
ot véo KovAtovpa. To cOYyypove OTTIKOOOVGTIKA TPOIOVIO YPNOLUOTOIOVV GUYVEG
TOMTICIKES avoeopés. o mapddetypa, n OMUOEIANG Gepd KIvouuEvav oyedimv
Family Guy Bocileton oe peydro Pabud oe acteio, ava@opés Kot TV mopwoia g
ANEPIKAVIKNG TTOT KOVATOVPAG, KAVOVTOS TNV HETAPOPH TOLG GE W0 GAAN YAMGGO-
KOVATOVPO TOAD dVokoAN. EmmAéov, 1 molvmAokdtnto avEdveTon amd TV ToTOYPOVN
TAPOLGia TG EIKOVOS TOV TAPOLGLALEL SLUPKADS TO TOATIGUIKA GTOLYEID TG YADGGOG-
YNNG Kot oev umopel va ovtikataotadel. XNV TpoayloTikoTTo 0 VITOTITMOTNG £ivat



TOMO0ETNUEVOG OVALESH OTIG OVO0 KOVATOVPEG Kol TPEMEL VO, UTOPEL Vo KPOTNOEL TIg
1GOPPOTIES.

Extég amd TOUG TOMTIGUIKOVUG TEPLOPICUOVS, LIAPYOLV Kot ot kobopd

YAOGGOAOYIKOL LE TO AEKTIKO YLOVUOP VO TOPOLGLALEL TIC LEYOAVTEPES OVTIOTAGELS OTN
petagopd. Ta Aoyomaiyvia pmopoldv va 0piotodv wg AEEEIS 1 PPACELS TOL VIOKELVTOL OE
v amd o epunveio. Baowkd avtéc o1 ylwooikés kataokevés mepLEYouy OumAd vomua
N Kamowov &idovg apeiPorion oyeTikd pe TO VOMuO, KATL TOL €LOHVETOL YL TNV
mopaymyn &vog kopkov otorgeiov. O Delabastita (1993: 102-116) avaAder Tig
YAOOGIKEG OOUEG TTOVL YPNOLOTOIOVVTIOL GTHV Tapaywyn Aoyomoaryvimv. ‘Etet vrdpyovv
QeOVOLOYIKE Aoyomaiyvie mov Pocilovior otV OpoQ®VIoL KOl TNV TOPOVLUI,
Aoyomaiyvia, Tov KAVOLV SMUovPYKT ¥pon TS Hopeoroyiag Tmv Aégewv kabdg Kot
AOYOTOLYVIOL TTOL EKUETAAAEDOVTIOL TIG OLVIOKTIKEC OOUEC YL VO, OMUIOLPYHOOLV
apugifora oto Beat) ¢ mpog tOo VOMUo G mpdtaons.  EmumAéov, vmapyovv
Aoyomaiyvia mov Poacifovior omnv moivonuio kol o1 OWQOopd  avApesH OTO
KUPLOAEKTIKO KOL TO HETAPOPIKO vOnpo evog Wiopatiopod. Ewdwd oto medio g
OTTIKOOKOVOTIKNG UETAPPOONG LIAPYOVV Kol AOYOmO{yviol TOv &lval GLVOEdEUEVA e
™V €Kova, Omwg €xel avopepbel Topamdvm, Kol amoTEAOVLY {0MG TNV KOPLON TOV
UETOPPUCTIKOV SVoKOMOV. ['evikd, m mopodco KATACTOON GTOV LIOTITMOUO TOV
hoyomaryviov oto EAAvikd givol pdAiov tpofAnuatiky, apod Tic TePIocOTEPEG POPEG
TO KOWO YAVEL TO AEKTIKO YLOVLOP T®V NOOTOIDV Kot YEAL OE SL0POPETIKA CTUEIN OTIC
touviec. Aappdvovtag vroyn Tig TapamTave dSVCKOAMES, N Waviky katdotaon Oa ftav M
SuvoTOTNTOL VO OVOTOPAYEL O  VLTOTITAGTNG TO  XOOHOP OTN  YADGGA-GTOYO
YPNOCLOTOIOVTAG KATO0 0VvTIoTOUX0 AO0YOomaiyvio. AlaQopeTikd, KATOWOL €100Vg
avTloTaOoTIKN TaKTIKN Oo Tpémel va ypnotporombet vép £vOg avVTIGTOTYOV KMOUIKOD
ATOTEAECLOTOG.
Téhog, vapyovv ot Kabapd Teyvikol meplopiopol mov oyetilovion pe TN QLOT TOV
vroTitMopov. ‘Etol - moAvmhokdtnta Tov £pyov TOV VIOTITAGTH] GLEAVETOL OKOUN
TEPLGGOTEPO OO TOVS YPOVIKOVS KO TOVG YWPIKOVG TEPLOPIoUOVS TOL péEGov. H ywpikm
TAPAUETPOS AVOPEPETAL OTT BECT) TOL KEWWEVOL 6TV 000VT, TOV 0plOUd TV GEPDOV Kot
TOV YOPOKTAPOV oVl GEPA, VO 1 YPOVIKY] TOPAUETPOS OTN SIPKEW TOL KAOE
vrotitAov. H wavdétra avdyvoong tov Bsot amotedel mopdyovto-KAedl kot amortet
TNV CLUTOKVOON TV Vonudtov. Zopeova pe tov Tveit (2004: 58), « a consequence of
inadequate condensation is that the audiences are kept rather busy reading the text,
therefore losing out on what is at least equally important: the visual information of the
film ». Zvpmepoopatikd, N ovVATTLEN SAPOPMV GTPATNYIKOV HEIMONG KEWWEVOV, OTMG
To. TAEOVALOVTO GTOLXELDL TOL GUVAVTIOVUE GTOV TPOPOPIKO AOY0, Ol EMAVUANYELS K.T.A.
elvar 1UTEPMOS GNUAVTIKT).

4. Xopnepaopata

H napoaywyn tetoynpévov vrotitAov aratrtet £va e0pog S1popeTIKOV oTpatnyKadV. To
yeyovdg 0Tt M ovOpomvn eumelpia mepthapPavel ToAAEG aucONoES TOWTOYpPOVA
avTIKOTONTPILETal GTOV GLVOVAGHO SUPOPETIKAOV KOVOUADV OTI ONTIKOUKOVOTIKES
napaymyés. O OBeatng mpémerl va givon oe 0éomn va AapuPaver Kot To OTTIKG KOl TO
aKoLoTIKA epebiopata og o tovia Kot Yy’ avtd Oa TpEmEL 0 LIOTITAMGTNG Va. evepyel
WG HETOPOPENS OTOYEIMV Kot Ol TOGO UNVOUAT®V Kol epUnvel®V. Agv givar pHovo m
YADOGO TOV YOPUKTPOV (ONA. TO GNUAGIOAOYIKE, GUVTOKTIKA, TPOYUATOAOYIKA Kot
KOWOVIOYA®MOGOLOYIKA oTolXEln) mov TpEmel va avolvBovv kot va amodmbodv o
YADOOOO-0TOY0, O0AAG Kou kdéOe onueio mov epgavitetor oty 006vn (T
GUUTEPLPOPIKOL KOl COUOATIKOT KMOKES). AVTO TPoimoBETEL TNV EVOOUAT®ON TOV



VROTITA®Y pE OAa ta otoryeia pog toviag. Qotdco oty 1 ddKacio VIOKELTOL G
TOMTIGUIKOVG, YAWOGIKOVG dALA Kol TEYVIKOVS TEPLOPIGLOVG TOV EXOVV VO, KAVOLV LIE
ta péca mov meptiapfavovtat. I'evikd, o VTOTITAMGTIG B TPEMEL VO PPOVTIGEL DOTE VL
€xel 0 Beatng evepyd poAO 6T SLdIKOGIN TNG OTOKMOTKOTOINoMG oG Toviog Kot yu
avtd 0 pOAOG TOVL dev Ba Tpémel vo TePLOPIleTal 6TO VO TPOGPEPEL ETOLUES OMAVTNGELS,
oAl va evepyel g T0 pEGO TOV Bl S1OCPAAICEL TNV TOPOLGIN OA®Y TOV GLGTNUAT®OV
ONUAG1000TNONG GTN YADCCA-GTOYO.
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