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Abstract

The present thesis discusses the subtitles created for the video “18 x 21 cm”, a student-led
documentary created for the Hellenic Parliament Channel. The source and target text are
presented and are then followed by a short analysis of the source text, the skopos set by the
subtitler and the methodology used. The objective of the thesis is to identify the subtitling
problems and discuss the strategies used to address them; issues such as subtitle segmentation,

line length and text reduction are discussed.
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1. Source Text

1
00:00:11:06 --> 00:00:14:07
17 EMnvikd Ioavemotpo

2
00:00:14:22 --> 00:00:19:17

Kol To KavdAl g BouArg

3
00:00:21:17 --> 00:00:23:06

TapoVG1alovv. ..

4
00:00:25:14 --> 00:00:29:12

TN GEPE POLTNTIK®OV VIOKIULAVTEP

5

00:00:29:19 --> 00:00:32:18
BOYAH

®ounTVouarta

6

00:00:33:09 --> 00:00:36:04

NOT EVERYONE IS AN ARTIST

BUT EVERYONE IS A FUCKING CRITIC

7
00:00:36:07 --> 00:00:38:15

H nopayoywmn dwdikacio



Y10 Lot GUAAOYT POVYOL

8
00:00:38:17 --> 00:00:40:22
£ivol OVC0OTIKA

Le To oV AAPELg TNV EUmvevon

9
00:00:41:02 --> 00:00:45:09
TNV ATOTLUTTMVELS L€ OTOOONTTOTE TPOTO,

pe pio oypoa@id, £vo oxéolo, pua KOV,

10
00:00:45:11 --> 00:00:50:24
Kétt va cov Bopiler 1 ideg

Kol 6oL NPHe 1 avaykn yio dnpovpyia.

11
00:00:51:01 --> 00:00:55:12
Eekivnoo va kave oot

"Exava yopo ota 200-300 oyédta.

12
00:00:55:14 --> 00:01:01:09
Ao éyelg katain&et o éva tehko lineup,

ONAadN 610 TEAMKA GYXEOL0L TOV GOV APEGOLVV,

13
00:01:01:11 --> 00:01:06:04
apyileg va ta ypopotilelg

elte ynowkd gite oto ¥épL,



14
00:01:06:08 --> 00:01:08:22
va O€1G Alyo o OAOKANpOUEVL

v 100 Gov.

15
00:01:09:02 --> 00:01:12:17
Kot katainyeig ota 10 telkd oyédn

TOL OMOTEAOVV T1] GLAAOYT GOV.

16
00:01:13:01 --> 00:01:17:22
Avtd To oYEO010 UITOPEL VaL £XOVV TO TEPTYPOLLLOL

amd pio LopETM TOV EUTVEVCTNKEG,

17
00:01:18:00 --> 00:01:20:16

elte évav oAOKAN PO Tivako, OTmG EKava £YO,

18
00:01:20:23 --> 00:01:23:10

elte voL KAVELS KATL EVIEADG O1KO GOV.

19
00:01:25:00 --> 00:01:27:11
O Kwvotavtivog, n Mapia,

n Katepiva kot o ABavéacioc

20
00:01:27:13 --> 00:01:29:23
eumvéovtal and v EAAnvik) Erovéotoon

Tov 1821.



21
00:01:30:00 --> 00:01:32:07
Anpiovpyovv gvdouata

070 TAOUG10 cEpVaPion

22
00:01:32:09 --> 00:01:34:16
TOV TUNLLOTOG

Anpovpywkot Xyxedacuot kot Evovong

23
00:01:34:18 --> 00:01:37:05

oV AteBvovg IMavemomuiov EALGdOG.

24
00:02:09:09 --> 00:02:11:15
18 x 21 cm

25
00:02:12:11 --> 00:02:17:13
CONSTANTINOS LYKOUDIS

26
00:02:23:07 --> 00:02:28:15
H éunvevon pov frav kupiog to yeyovog,

dNAadN 0 xopoS ToV ZoAOYYOUL.

27
00:02:28:17 --> 00:02:31:12
[IpoondOnoa va Bpm oToypaEKod LAKO,

nivaxkes COYPAPIKNG,



28
00:02:31:14 --> 00:02:36:08
oTONOTE Ol [LE EUTVEVGEL VAL TO GLVEYICW®

KOl VO TO OAOKANPOC.

29
00:02:37:04 --> 00:02:39:23
O povadwdg mivaxoag mov Pprikoa

nrav tov KA6vt Mrmove.

30
00:02:40:06 --> 00:02:43:06
[IMpa Tov TivaxKa Tov GLYKEKPUEVA,

TaPAALOEN KATO10 XPOUATOL,

31
00:02:43:08 --> 00:02:48:11
£Kavo, KATO1EG TAPAUOPPDCELS,

ONA0ON EKOVOL ETOVOANYELS GTO TPOGMOTOL.

32
00:02:48:13 --> 00:02:51:09

[IpoomdOnoa va 10 Kave Alyo mo tparyikod

33
00:02:51:12 --> 00:02:55:09
KOl OVGLOGTIKA OVTO 1TAV TO TUTMWUE OV

TOL POIVETAL GTO POVYO.

34
00:03:01:07 --> 00:03:03:04



H ovAloyn pov ovopdleton Salus.

35
00:03:03:04 --> 00:03:06:04

Eivat évac cuvdvaospog dvo oponyov ALEemv,

36
00:03:06:14 --> 00:03:10:10
TOL GOAOG Y10l TNV EAANVIKT

Kot salus oto Aatwvikd.

37
00:03:11:00 --> 00:03:17:19
YdAog gtval 0 apvnTIKOS OVTIKTLTTOG

evog oupPavroc,

38
00:03:18:11 --> 00:03:20:01

evo salus onpaivel cotpio.

39
00:03:20:03 --> 00:03:25:01
Omndte etvan pia évrovn avtibeon

7oV YopaxTnpilel T0 GLYKEKPLUEVO YEYOVOC.

40
00:03:25:03 --> 00:03:29:21
Méoa and kdtt mhpa mord doynuo,

Nnphe N compia awtdV TOV AVOpOTOV,

41
00:03:29:23 --> 00:03:31:12



HEC® TNG EMAOYNG TOVG.

42
00:03:34:07 --> 00:03:37:23
Ot povoteg TV eviDdVOV

arotelovvton and 400 méteg

43
00:03:38:00 --> 00:03:40:22
OV OVGLUGTIKA GLUPBOMEaY

T XPOVIOL TNG TOVPKOKPATIOG

44
00:03:41:00 --> 00:03:43:00

Kol GLVOAIKA £yovv 30 pétpa PNKog.

45
00:03:43:02 --> 00:03:47:03
"Hrav otoyeio mov mpoondOnoa va kpatiom

0€ oLVOLAGUO pE GALOVS GVUPOAIGLOVG,

46
00:03:47:05 --> 00:03:50:08
ONAadn TpooTabnca TAVE® GTO TATPOV OV

VoL KOV KATOEG LETPNOELS

47
00:03:50:10 --> 00:03:53:05
ot omoieg vo tavtilovton

pe tov apipd tov Bavoviwy,

48



00:03:53:08 --> 00:03:57:06
onAadn av n pnétpnon pov nTav 45

eyo o v éxava 39 cromipmc.

49
00:03:59:17 --> 00:04:03:10
Ta pavikio mov T0vg £dmoa aPKETO UNKOG

Y va OiE® 0VGIICTIKA TV OTOCTOC

50
00:04:03:17 --> 00:04:05:22

amd To TATOUO, od TO E00.POC.

51
00:04:07:20 --> 00:04:12:01
To tovvehdxl TOL NTOV GTO HOVIKL,

OV TO Hovikt HACEVE KOl LOKPOLVE,

52
00:04:12:09 --> 00:04:15:20

€0€LVE OAN QLT TNV £VTOOT TNG TTMOTG.

53
00:04:15:22 --> 00:04:19:17

H avopotopopeia tov £€dgryve t0 £3000C

54
00:04:19:19 --> 00:04:21:05

10 omoio NTav Ppoyddec.

55
00:04:21:07 --> 00:04:27:00

11



[IpoondOnoa dnAadn va amoddow

o6\ To oTotyElo AVTOV TOV YEYOVOTOG,

56
00:04:28:15 --> 00:04:30:04

Ta yvpicpota dev yivave.

57
00:04:30:06 --> 00:04:32:04

"Hrav oxomipmg EepTiopéva ta podyo

58
00:04:32:06 --> 00:04:36:14
v va Ot Ot 6" ekelvn v emoyn

T EVOLLLOLTO T TOV GE TOPOUOL0 KOTAGTAOT).

59
00:04:36:16 --> 00:04:39:05

Agv vmpye KopyoTNTA 1 TEAELOTNTOL.

60
00:04:39:08 --> 00:04:43:22

"Htav polya yio vo KOADTTOUY T0 GO TOVG.

‘Hrav po avéyxn.

61
00:04:50:24 --> 00:04:53:15

‘Eywe o mpocéyyion PouPn ki actpdpavpn.

62
00:04:53:18 --> 00:04:58:15

[TpoomdOnoa akdpa Kot GTOV TivoKo

12



VO OTOLLOVAG® YPDOUOTO KO QUAES,

63
00:04:58:19 --> 00:05:00:16

va punv dtxwpifovrot ot SIAEKTOL.

64
00:05:00:21 --> 00:05:04:03
Av10 opeireTan oo 011,

dPalovtog yio To GUYKEKPIUEVO YEYOVAG,

65
00:05:04:05 --> 00:05:08:07
AKOVGO TOAAEC OLOLPOPETIKES ATTOYELG

Y10 TO TL TPOYHOTIKG EYIVE,

66
00:05:08:09 --> 00:05:11:03
Yo TV KOTAY®OYH 0LTOV TOV avOpOTmv,

Y10L TO Tl TPOEKLVYE,

67
00:05:11:05 --> 00:05:15:08
KATL TO 07010 deV UE EVOLEPEPE,

Le eVOEPePE OTL TV £VOL dPOLATIKO YEYOVOC.

68
00:05:19:19 --> 00:05:25:04
Av voBécovpe 6t1 | EAAGOa fjtay mpdsmmo,

Ba v eavtalopovy oe €va YorAallo eoOpepa,

69



00:05:25:17 --> 00:05:28:00

10 omoio Oa Eekvovoe amd Aevkd

70
00:05:28:05 --> 00:05:30:00
Ba myave oe yoralo

Kol 61yd o1y 0o GrovpaLVE.

71
00:05:30:02 --> 00:05:32:04

Andaodn Ba yvotav pmhe Kot pHetd popo.

72
00:05:32:12 --> 00:05:36:19
Kvpiog Adym tov Boaiacodv,

TOV OATEPAVTOV YAAALIOV TTOV EYEL 1) YDPOL LLOG

73
00:05:37:11 --> 00:05:41:13
KOl TOV YPOUATOG

70 07010 GLVNOW®G XPNOYLOTOIOVE

74
00:05:41:15 --> 00:05:46:03
Kol 6T onuoio poc, 6ta povyo

KOl TIG TOPAOOGLOKES POPEGIES.

75
00:05:57:23 --> 00:06:00:23
2y apyn eiyo KOUTAGPEL TOA.

76



00:06:01:03 --> 00:06:03:05

Agv pov dpece 10 Bépa g emavactaong,

77
00:06:03:07 --> 00:06:05:05

aALG o€ pio or' TG StAéEelg

78
00:06:05:07 --> 00:06:09:11
N kadnynTpo TpodTEVE

o€ OAOVG TOVG POTNTEG

79
00:06:09:21 --> 00:06:13:18

va. BPovV Tt TOVG APEGEL VO KAVOLV

80
00:06:13:20 --> 00:06:15:06

KoL VoL KAVOUV akpiadc avTo.

81
00:06:15:08 --> 00:06:20:04
Ondte eyo pe ekelvn v omtiky,

eima Ba Coypapic.

82
00:06:23:00 --> 00:06:26:22
To 6¢po amd to omoio gumvevoTnK

YL VoL oXESICM

83
00:06:27:00 --> 00:06:28:16

15



ntav n Novpoyio tov Navapivov

84
00:06:28:18 --> 00:06:34:21
Kol 01 EQMpePioeg Tov Pynrav

aKpPOG LETA TNV EMAVACTOON.

85
00:06:38:05 --> 00:06:41:15
210 TEAIKO pOvY0, TO masterpiece,

oL £poyal

86
00:06:41:17 --> 00:06:47:24

YPNOYWOTOINGA GV EUTVELGT] TOV TVOKAL

tov John Theophilus Lee

87
00:06:48:01 --> 00:06:49:19

and ™ Navpayio tov Novapivov.

88
00:06:50:20 --> 00:06:54:09

Agv pe gevémvevoav cav yeyovota,

89
00:06:54:11 --> 00:06:57:07
onAadn vnp&av aAia TpdypoTo

TOV W€ GLYKIVIIoAVY MO TOAV.

90
00:06:57:11 --> 00:06:59:17

16



AAAG pov Gpecav T YpOUATO,

91
00:07:00:04 --> 00:07:02:05

01 eKpNEELS TOV VTLAPYOVY GTOVG TIVOKEG,

92
00:07:02:07 --> 00:07:06:16
01 Kamvotl, To mAola, To Tovid,

TOL GKOW1A, OAO CVTA.

93
00:07:12:15 --> 00:07:17:01
To povyo pov givar po pdAivn kémo

OV EYEL TMETEG TEPYUETPIKAL,

94
00:07:17:03 --> 00:07:19:16

EUTVEVGUEVEC OTTO T1 POLGTOVELN TOV TGOAA.

95
00:07:20:09 --> 00:07:22:21

Exyo avartdéer pia teyvikn oumpe

96
00:07:22:24 --> 00:07:26:15

a6 YoaAdClo GTo YKPL TOV VOAGHOTOC,

97
00:07:26:21 --> 00:07:29:23
TNV 0moio EUTVELGTNKA OO TOVG KATVOLG

GTOVG TTVOKEG.

17



98
00:07:33:06 --> 00:07:35:22
To povyo pov glvar enmnpeacuévo

ammd o POVYOL TNG EMOYNG

99
00:07:35:24 --> 00:07:41:20

UOVO GTO KOUUATL TOV TETMOV

TOL VTLAPYOLV GTI POVGTOVEAN TOV TGOMA.

100
00:07:42:04 --> 00:07:43:22
AlMMmg dev glyo dAeg empPOEC.

101
00:07:43:24 --> 00:07:46:22

Ovte and keviquota oVTe amd potifa.

102
00:07:47:04 --> 00:07:49:19
Mov fjtav d06KOAO

VO EUTVELCTM OT' TNV TOPASOCT).

103
00:07:50:01 --> 00:07:53:17

It o6 10 petéppoca o moAD

HEGA OO TOVG TIVOKES KO TOL YPOLLOTAL.

104
00:07:59:13 --> 00:08:03:18

[Ipoomadnoape vo petapdcovpie

18



KATOEC OO TIC EVVOLEG TTOV LOG EVETVELGOV

105
00:08:03:20 --> 00:08:05:18

OT®G 0 NPWIGUAC, 0 SOLVOUICUOG,

106
00:08:05:24 --> 00:08:09:10
KOl V0L TO LETOPPAGOVLE

oT1G TaoElg ™G epYOUEVS oelOV.

107
00:08:09:22 --> 00:08:14:06
Ondte pe aTOV TOV TPOTO

LETEPPACO, TOVS KATVOUG GE OUTTPE TEYVIKEC.

108
00:08:14:11 --> 00:08:18:08
Metéppaca Toug TiVaKES

o€ teyvikég line art.

109
00:08:18:13 --> 00:08:22:07
Metéppaca tn SVVAUIKOTNTO

G€ TOVIGEVOLG MLOVG.

110
00:08:26:07 --> 00:08:28:22

O x®pog g podog

elval yevikd emovooToTIKOC.

111

19



00:08:29:02 --> 00:08:34:09

Ymip&av peydreg "emavactdoels'

amd peyaAovg oikovg

112
00:08:34:11 --> 00:08:38:20
01 omoiot £pepav KATL Kovovplo

OTO LEYPL TOTE OEOOUEVO TPAYLOTOL

113
00:08:39:13 --> 00:08:43:18
Kot capag cvuvoéetarl morhd

KOl [LE TV Topadoon

114
00:08:43:20 --> 00:08:46:17

vl 6Aa amd Kdmov Eekivave,

115
00:08:47:00 --> 00:08:48:19

and KATOov EUTVEOVTOL

116
00:08:49:04 --> 00:08:55:01
KOl QUGIKA KAVOLV

évav peydro, dMnuovpykod, mpaio KOKAO.

117
00:09:06:24 --> 00:09:11:24
O yvocelg pov mepropiloviav

OTO TOOIKE LoV XPOVIaL,

20



118
00:09:12:01 --> 00:09:15:14
onAaon 6,1t épaba amd 10 oyoAeio,

amd TO YOUVAG1O KL 0td TOLG KoM ynTég

119
00:09:15:20 --> 00:09:18:11

KoL 0O TNV OIKOYEVELDL OV GOV EMIOPOOT.

120
00:09:18:24 --> 00:09:21:08

Metd mye o€ atopukd eninedo,

121
00:09:21:13 --> 00:09:25:16
OMA0ON YPEWICTIKO TOAAN £pEvval

pe Baon avtod mov eméledal.

122
00:09:30:10 --> 00:09:34:07
To outfit pov 10 gumvevoTKO

and v Aackoapivo Mrovumoviiva,

123
00:09:34:12 --> 00:09:37:03
KaOdG NTav vromAoiapyog

610 mhoio Ayopéuvev,

124
00:09:37:16 --> 00:09:39:13

oL Téve Tov giye 18 kavovia.



125
00:09:39:19 --> 00:09:44:04
"Htov 1o mo dvvortd

Kot forince TOAD 6N VAVTIKY EXAVAGTACT).

126
00:09:48:12 --> 00:09:52:07

To enélea eme1dn elya maeL 0TIG XMETGES

127
00:09:52:09 --> 00:09:54:09

Kol LoV Gpece Tépo TOAD 1 1oTOopio TG,

128
00:09:55:14 --> 00:09:58:21
AvT0 oL £dmoE AT, TA KOVOVL,

v ta layers,

129
00:09:58:23 --> 00:10:02:21
v vo eTIaE® pia {ovn

OV VO OMOTEAEITOL CYNUATIKG OO OVTA.

130
00:10:03:00 --> 00:10:08:04
"Eva movképuico pe (époet

KO TEXVIKT UE TETEG, GYOWVLA KOl 0AVGIOES

131
00:10:08:06 --> 00:10:10:03

Kol pa Ty eoVoTA LE TETES



132
00:10:10:05 --> 00:10:13:11
OV TAV® £Y® OATOTVTTAGEL

TO TUOUA LE GTEVOIA.

133
00:10:19:21 --> 00:10:23:04
Méoa and 1o povyo,

N0 va SeiE® TOV OLVOIGHO oG YVVOiKaG

134
00:10:23:09 --> 00:10:27:09

ka1 6T BonOnoe whpa TOAD oV ENOVAGTOCN.

135
00:10:27:13 --> 00:10:31:16
Oyt névo 610 0IKOVOIKO KOPUATL,

OAAG 6TO VO TAPEL LEPOG G' QLTI V.

136
00:10:31:23 --> 00:10:36:22
Ondte pe Pondnoce mapa ToAH

VO, TO KOV® TLO ETOVUOTATIKO.

137
00:10:39:18 --> 00:10:43:15
Ta xpoOpATO TOL YPNCUOTOID KLPIMG

glval To AoTPO Kot TO Hopo

138
00:10:43:17 --> 00:10:46:17

YTt eplopioTra mhpo TOAD 610 BENA Hov.

23



139
00:10:46:21 --> 00:10:50:01
XpNoomoinca To Hopo amd T Kavovia

K0l TO GOTTPO a0 TOL TAVIEL

140
00:10:50:03 --> 00:10:52:15

amd Vv gaatoypoaeio tov Iodvvn Kovton

141
00:10:52:17 --> 00:10:54:17

[Teprypagpovtag ™ vavpoyio Tov XTeTcmv.

142
00:11:01:20 --> 00:11:04:16
Agv gnnpedotnra TOG0

and To povY EKEIVIG TNG ETOYNG.

143
00:11:04:18 --> 00:11:07:18

Kvpimg ennpedomra omd to mhoio,

144
00:11:07:20 --> 00:11:11:05
TOPVOVTOG TO KOVOVIOL KOl TOVG OYKOLG

TOV XPNOGOTOINGo 6TOL paviKio,

145
00:11:11:09 --> 00:11:14:20
TOIPVOVTOG T GYOWIA, TIG AAVGIdES

oo To TAoio,



146
00:11:14:24 --> 00:11:16:08

T KOTAPTLIO KO TO TTAVIAL,

147
00:11:16:10 --> 00:11:19:00

OMUoVPYOVTOG £TGL

TIG TETEG KOl TIC KOVPOTIETEG,.

148
00:11:25:07 --> 00:11:28:16
I'evika gtvon dpopen

1N 0AOKANP®GT TOV GYEDIOV.

149
00:11:28:18 --> 00:11:30:11
Ao ™V apy LEYPL TO TEAOG,

150
00:11:30:13 --> 00:11:33:02
amd TV 100

LEYPL VO TO OAOKANPADGELG

151
00:11:33:04 --> 00:11:34:21

KO VO TO OELG POPEUEVO.

152
00:11:35:19 --> 00:11:38:13

AVGKOAELTNKO TPOPAVAS GE KATO0, OTLEiDL.

25



153

00:11:38:17 --> 00:11:41:09
"Eyxovtag 6pme ™ cwotn kabodnynon
and TG KadnynTpleg

154
00:11:41:11 --> 00:11:43:04

UTOPETO. VAL TO OAOKANPDOC®.

155
00:11:50:03 --> 00:11:54:00
I'evikd poda ki emovactoom

TIOTEV® UITOPOVV Vo cuvOedoV,

156
00:11:54:02 --> 00:11:56:16

KaBmg 1 pdOO KovoTopet

157
00:11:56:22 --> 00:11:59:05

KOl YEVIKA €lvol TpOTOTOPQ,

158
00:11:59:07 --> 00:12:03:09
omdTE PE AVTOV TOV TPOTO

LITOPOVV VO GLVOLOGTOVV TTIGTEV®.

159
00:12:04:08 --> 00:12:06:05

Noa @épet Katt Kavovplo,

160



00:12:06:15 --> 00:12:07:22

KATL ETOVOOTATIKO.

161
00:12:20:14 --> 00:12:24:14
H npdrtn 10éa

Y 10 TG Ho TPOosEYYIoWw TNV EMAVACTACT

162
00:12:24:16 --> 00:12:25:18

Nnrav o ev{mvoc.

163
00:12:25:22 --> 00:12:29:07

Ondte Tavo oe avtd Eekivnoa va faciotd

164
00:12:29:10 --> 00:12:32:04
KO YEVIKO GTNV EVOLLLOGTOL

TOL VINPYE TNV TTEPT0D0,

165
00:12:32:06 --> 00:12:33:21

eite pe obopovikd otoyeio

166
00:12:33:23 --> 00:12:36:12
glte pe mo eAAVIKd

0t0 TOPAOOGLUKES POPECIES.

167
00:12:36:19 --> 00:12:39:13



Kvping ta tavieAdvia mov gopodcav

168
00:12:39:20 --> 00:12:42:15

elte TOVG OYKOVG TTOV ElyaV TO pLaviKiaL,

169
00:12:43:15 --> 00:12:44:18

oVTO TO KOUUATL,

170
00:12:45:06 --> 00:12:49:12
TOL VINPYE OTNV EAANVIKT LOSA TNG ETOYNG

171
00:12:49:20 --> 00:12:51:20

oAAG 6T0 00®UOVIKO MTOV TTO £VTOVO.

172
00:12:52:21 --> 00:12:56:06
"Hrav o1 d10popég Kt o1 avtiféoelg

oL Ol VO TAVTPEY®.

173
00:13:03:10 --> 00:13:05:18

To kbpo Bépo, o1 patopéveg,

174
00:13:05:24 --> 00:13:09:10
Eexivnoe 0tav NBela va dOoW®

&vav eOPO TIUNG GTIG YUVOIKEG
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175
00:13:09:14 --> 00:13:12:13
elte mov éuewvav micw

KoL vIEPEVAY OAa To PacavicTiplo

176
00:13:12:15 --> 00:13:14:15

Kol OAO TOV YOO TOV OIK®V TOVG avOpOTWV

177
00:13:14:24 --> 00:13:16:17

elte o€ aVTEG OV PyNKay Vo TOAEUNGOLV.

178
00:13:17:07 --> 00:13:20:23
H otoAn tov evlwva o pmopovoe mAéov

va opebel K1 amd yuvaikec.

179
00:13:21:01 --> 00:13:23:22
Etvon g mievpd g 1otopiog

7oL dev €xel Pavel T0CO.

180
00:13:26:10 --> 00:13:29:12

O mpdtog mivakag mov pov Mphe 6To pHVAAd

181
00:13:29:17 --> 00:13:32:04

nrav n EALGSa tov Ntehakpovd,

182



00:13:32:12 --> 00:13:36:22
nov avoaraptotd v EAAGSa cav yuvaika

TV od TOL GUVTPIUULL PLE AVOTYTA XEPLAL.

183
00:13:37:18 --> 00:13:41:08
IMa 'wéva, oot eivon

OAn M 10TOpiC TOV YOVOIKOV.

184
00:13:47:14 --> 00:13:52:18
Ta povya mov emAEEQpE VO DAOTOMGOVE

etvar axpidg o1 600 TTLYES TS 16TOPLOG.

185
00:13:53:23 --> 00:13:56:07

Etvot kot ta 300 potopéva. Me ypopa.

186
00:13:57:04 --> 00:13:58:18

Kot 6’0 yopvéve yopw amd avto.

187
00:13:58:20 --> 00:14:01:12

IMpow ar' To mévBoc, Tov moOVo, T0 aipa.

188
00:14:08:05 --> 00:14:09:06

Etvai 600 povya.

189
00:14:09:10 --> 00:14:13:15
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To mpwro givan Eva pOpepa

oL glval EUTVELCUEVO o' TOV €DCWVOL.

190
00:14:13:22 --> 00:14:16:13

To kbt pépog etvon 400 méteg

191
00:14:16:16 --> 00:14:18:23

KOl TO TAVE UEPOS OVOTAPLOTA TO YIAEKO

192
00:14:19:02 --> 00:14:23:06
LLE TOV Y10K( TOV £)EL

N HOKESOVITIKT POPECLE TV EVLOV®V.

193
00:14:23:15 --> 00:14:25:10

Onwg ko Ticw oty TAdTN,

194
00:14:25:12 --> 00:14:28:24
LLE KOTTOEG TTUYDGELS

npoonddnca vo avadeiEm to oynua,

195
00:14:29:03 --> 00:14:32:16
T0 GY£010 TOV EYEL TO YILEKO

LLE TO KEVTNLLATOL.

196
00:14:35:00 --> 00:14:38:17



Av €yete mapotnpnoel,

1 6TOAN TOL VWV EXEL AVOLYTA LOVIKLOL.

197
00:14:39:00 --> 00:14:43:03
Eivo kétt mov tpoonddnoa va amodmcm

HE €va VoY 6TO paviKt

198
00:14:43:05 --> 00:14:45:22
KL amo péoa va Pyaivet

éva €€tpa, Oe0TEPO pOVIKL.

199
00:14:47:17 --> 00:14:50:03

"Exo mpocbéoet kamoteg Awpideg E€tpa,

200
00:14:50:05 --> 00:14:52:11

TV GTIG 0Toieg givat To pdToa,

201
00:14:52:15 --> 00:14:55:21
ywoti N0gla va TAUGUOGOVY

KO VO, KEVTPAPEL TO EVOLUPEPOV

202
00:14:56:02 --> 00:14:58:23
Kot Vo TEpAcEL OAO TO UvupoL

péoa am' avTtég TIC ApPidEs.

203
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00:15:09:11 --> 00:15:12:03

To devtepo povyo eivar mo cOyypovo.

204
00:15:12:06 --> 00:15:13:19

Etvor mo gopéoyo povyo.

205
00:15:14:04 --> 00:15:15:17

Etvon po miacé povora.

206
00:15:15:22 --> 00:15:17:10

To tom £yl povok®TA pavikio

207
00:15:17:12 --> 00:15:21:11
OV €IVaL EUTVELGUEVD.

amd Vv 00wpovikn evovpacio

208
00:15:21:18 --> 00:15:23:13

Ko etvor T pot@péval.

209
00:15:23:23 --> 00:15:28:05
Zav £VOElEn TOV HOTAONOTOS

TOV £)E1 KATO0G OV OEV...

210
00:15:28:18 --> 00:15:32:01

dev mebaivel o 19106,



aALG Exovv TEBAVEL ATOHO TAV® TOV.

211
00:15:36:12 --> 00:15:40:02
Nouilw ™ ovyypovn EALGSa

0o v eavtalopovy pe d1ipopa oTotyEla.

212
00:15:40:05 --> 00:15:43:11
Ao v apyaio EALGSQ péypt T oyypovn.

213
00:15:43:21 --> 00:15:48:02
"Exovv mepdoet enavaotacelc,

HOOEG TOV eEMTEPIKO),

214
00:15:48:04 --> 00:15:53:05
OaAAG Oev EEpm av Ba tnv elya At

N O POPTOUEVT GOV EVOVLLACIOL.

215
00:15:53:08 --> 00:15:54:16

Yiyovpa dev Ba Tav Aevkn.

216
00:15:55:16 --> 00:15:59:03
Aev E€po katd 16G0

TO YOAOVOAEVKO IOV £YOVLE GTT oMo,

217
00:15:59:20 --> 00:16:01:17



tovtileton pe v EAAGda cav EALGSa.

218
00:16:02:16 --> 00:16:08:03
"Exel moAbd mepiocdtepal YpOUOTO KL OPOUOTO

and aVTO OV EYovpe Habet

219
00:16:08:16 --> 00:16:10:17

KL auTd OV £)EL PEIVEL BTNV 16TOPIaL.

220
00:16:12:05 --> 00:16:14:16
H towia evidooestal

o1 oepd pornTiKdV viokiovtép Poumrificpara,

221
00:16:14:18 --> 00:16:17:05
TOPAYOYNG TOL ETNCLOV

dlmavemotnuiokov tpoypdupatoc AIAITAAZIE.

222

00:16:17:07 --> 00:16:19:18

To 2021 cvppeteiyav 65 portntéc
oand 52 Tunuata ko 17 AEI

223
00:16:19:20 --> 00:16:22:07
070 TAAIG10 EEAUNVNG TPUKTIKNG oK OMG

ot BOYAH-THAEOPAXH

224
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00:16:22:09 --> 00:16:23:23
Le yevikn Bepatikn katevbuvon

‘Epmvevon 1821.
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2. Target Text

1
00:00:11:06 --> 00:00:14:07

Seventeen Greek Universities

2
00:00:14:22 --> 00:00:19:18

and the Hellenic Parliament channel

3
00:00:21:17 --> 00:00:23:06

present...

4
00:00:25:14 --> 00:00:29:12

the student-led documentary series...

5
00:00:29:19 --> 00:00:32:18
Fititivimata by Vouli TV

6
00:00:36:07 --> 00:00:40:22
Producing a clothing collection

consists of getting inspired

7
00:00:41:01 --> 00:00:45:04
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and immediately

putting that inspiration on paper.

8
00:00:45:09 --> 00:00:50:19
That way, you are reminded of the thing

that sparked your need for creativity.

9
00:00:51:01 --> 00:00:55:02
I made about 200 to 300 sketches.

10
00:00:55:07 --> 00:01:01:09
Once you decide on the final lineup,

i.e. the sketches that you like,

11
00:01:01:11 --> 00:01:06:04
you start colouring them,

either digitally or by hand,

12
00:01:06:08 --> 00:01:08:14

and your idea becomes more complete.

13
00:01:09:02 --> 00:01:12:18
Then, you choose the ten sketches

that make up your collection.



14
00:01:13:01 --> 00:01:17:22
The sketches might draw inspiration

from something you imagined,

15
00:01:18:00 --> 00:01:20:16

or a painting, in my case,

16
00:01:20:23 --> 00:01:23:10

or something completely personal.

17
00:01:25:00 --> 00:01:27:10

Konstantinos, Maria, Katerina, Athanasios

18
00:01:27:12 --> 00:01:29:23

are inspired by the Greek Revolution.

19
00:01:30:00 --> 00:01:32:07

They create clothes for the seminar

20
00:01:32:09 --> 00:01:34:19

of the department of Fashion Design
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21
00:01:34:21 --> 00:01:37:14

of the International Hellenic University.

22
00:02:09:09 --> 00:02:11:15
18 x 21 cm

23
00:02:12:11 --> 00:02:17:13
CONSTANTINOS LYKOUDIS

24
00:02:23:07 --> 00:02:28:15
| was mostly inspired

by the dance of Zalongo.

25
00:02:28:17 --> 00:02:30:21

I tried to find pictures, paintings...

26
00:02:30:23 --> 00:02:32:04
CONSTANTINOS LYKOUDIS

27
00:02:32:06 --> 00:02:36:08
anything that would inspire me

to complete the collection.



28
00:02:37:05 --> 00:02:39:23
The only painting | found

was by Claude Bonnet.

29
00:02:40:06 --> 00:02:43:06
| took his painting

and changed some colours,

30
00:02:43:08 --> 00:02:48:11
| distorted it a hit,

| repeated some faces.

31
00:02:48:13 --> 00:02:51:09

| tried to make it a bit more tragic.

32
00:02:51:12 --> 00:02:55:07
That is the print

that you can see on my clothing.

33
00:03:01:07 --> 00:03:03:02

My collection is called Salus.

34
00:03:03:04 --> 00:03:06:00



It is a combination of two homophones,

35
00:03:06:14 --> 00:03:10:10
the Greek word salos

and the Latin word salus.

36
00:03:11:00 --> 00:03:17:19
Salos means

the negative impact of an incident,

37
00:03:18:11 --> 00:03:20:01

and salus means salvation.

38
00:03:20:03 --> 00:03:24:23
It is a strong contrast

that describes what happened.

39
00:03:25:01 --> 00:03:29:20
Through something really tragic

those people were saved,

40
00:03:29:22 --> 00:03:31:14

due to the choice they made.
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41
00:03:34:07 --> 00:03:37:23
The skirts of the Evzones

consist of 400 pleats,

42
00:03:38:00 --> 00:03:40:22
which symbolized

the years of Ottoman rule,

43
00:03:41:00 --> 00:03:42:19

and are 30 meters long.

44
00:03:43:03 --> 00:03:47:03
| tried to maintain those elements,

as well as other symbolisms.

45
00:03:47:05 --> 00:03:50:08

For example, | measured my pattern

46
00:03:50:10 --> 00:03:53:06

with the number of deaths in mind,

47
00:03:53:08 --> 00:03:57:08

meaning that | would measure 39



instead of 45 on purpose.

48
00:03:59:17 --> 00:04:05:22
| made the sleeves very long

to show the distance from the ground.

49
00:04:07:20 --> 00:04:12:01

The gathered sleeve

50
00:04:12:09 --> 00:04:15:20

showed all this intensity of the fall.

51
00:04:15:22 --> 00:04:21:02
Its unevenness represented the ground

that was rocky.

52
00:04:21:04 --> 00:04:27:00
| tried to render

each aspect of the tragedy into the dress.
53
00:04:28:15 --> 00:04:30:04

| didn't hem the clothes.
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00:04:30:06 --> 00:04:32:04

They were frayed on purpose

55
00:04:32:06 --> 00:04:36:14
in order to show that back then

the clothes were in a similar condition.

56
00:04:36:16 --> 00:04:39:05

There was no elegance or perfection.

57
00:04:39:08 --> 00:04:43:17
They used clothes to cover their bodies.

It was a mere necessity.

58
00:04:50:24 --> 00:04:53:15

My approach was black and white and still.

59
00:04:53:18 --> 00:04:58:15
| even tried to isolate

the colors and the nations in the painting

60
00:04:58:19 --> 00:05:00:16

but not the dialects.
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61
00:05:00:21 --> 00:05:04:03
That is because,

reading about what happened,

62
00:05:04:05 --> 00:05:08:07
| heard many different views

on what really happened

63
00:05:08:09 --> 00:05:11:03

and on the origins of these people,

64
00:05:11:05 --> 00:05:15:08
which did not interest me.

| was interested in the tragedy.

65
00:05:19:19 --> 00:05:25:04
If Greece were a person,

she would be wearing a dress,

66
00:05:25:17 --> 00:05:32:04

a white dress that would fade into blue

and then into black.

67
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00:05:32:12 --> 00:05:36:20
Mainly because of the sea,

the endless blue of Greece

68
00:05:37:11 --> 00:05:41:13

and the colour we usually use

69
00:05:41:15 --> 00:05:46:03
on our flag, clothes

and traditional dress.

70
00:05:57:23 --> 00:06:00:23

In the beginning, | was stuck.

71
00:06:01:03 --> 00:06:03:05

| didn't like the revolution theme

712
00:06:03:07 --> 00:06:05:05

but in one of our lectures

73
00:06:05:07 --> 00:06:09:11

the professor advised the students...

74
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00:06:09:13 --> 00:06:10:22
MARIA KAPOURANI

75

00:06:10:24 --> 00:06:15:06
to find what they like doing,
and do just that.

76
00:06:15:08 --> 00:06:19:24
So with that in mind, | decided to paint.

77
00:06:23:00 --> 00:06:28:16

| was inspired by the Battle of Navarino

78
00:06:28:18 --> 00:06:34:21
and the newspapers

that came out right after the revolution.

79
00:06:38:05 --> 00:06:41:15

The masterpiece | sewed

80
00:06:41:17 --> 00:06:47:24
was inspired

by the painting of John Theophilus Lee
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81
00:06:48:01 --> 00:06:49:19

about the Battle of Navarino.

82
00:06:50:20 --> 00:06:54:09
The battle itself didn't inspire me.

83
00:06:54:11 --> 00:06:57:07
There were other things

that | found more moving.

84
00:06:57:11 --> 00:07:02:02

But I liked the colors, the explosions,

85
00:07:02:04 --> 00:07:06:16
the smoke, the ships,

the sales, the ropes, all of that.

86
00:07:12:15 --> 00:07:17:01

| made a wool pleated cape,

87
00:07:17:03 --> 00:07:19:16

inspired by the Evzones' fustanella.



88
00:07:20:09 --> 00:07:22:21

| used an ombre technique,

89
00:07:22:24 --> 00:07:26:15
that starts with light blue

and fades into grey,

90
00:07:26:21 --> 00:07:29:23
that was inspired

by the smoke on the painting.

91
00:07:33:04 --> 00:07:35:21

The cape mimics the clothing of that time

92
00:07:35:23 --> 00:07:41:20
only in terms of the pleats

that can be seen on the fustanella.

93
00:07:42:03 --> 00:07:46:22
There were no other influences

from embroidery or patterns.

94
00:07:47:04 --> 00:07:49:19
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| found it hard

to get inspired by tradition.

95
00:07:50:01 --> 00:07:53:18
That's why

| based it more on paintings and colours.

96
00:07:59:13 --> 00:08:03:15
We tried to translate

some of the concepts that inspired us,

97
00:08:03:17 --> 00:08:05:18

such as heroism and dynamism,

98
00:08:05:24 --> 00:08:09:10

into the trends of the upcoming season.

99
00:08:09:22 --> 00:08:14:06
Based on that,

| rendered smoke using ombre techniques.

100
00:08:14:11 --> 00:08:18:08
| rendered the paintings

into line art techniques.
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101
00:08:18:13 --> 00:08:22:07
| rendered dynamism

into accentuated shoulders.

102
00:08:26:07 --> 00:08:28:22

The fashion industry is revolutionary.

103
00:08:29:02 --> 00:08:34:09
There have been major revolutions

by big fashion houses

104
00:08:34:11 --> 00:08:38:20
that brought something new

to the things that were already known.

105
00:08:40:06 --> 00:08:43:18

It is also certainly linked to tradition

106
00:08:43:20 --> 00:08:48:19

because everything has to start somewhere

and draw inspiration from somewhere.

107
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00:08:49:04 --> 00:08:55:01
It all ties together

into something beautiful and creative.

108
00:09:06:24 --> 00:09:12:00
My knowledge was limited to my childhood

109
00:09:12:02 --> 00:09:17:15

and my experience with school and family.

110
00:09:17:17 --> 00:09:19:03
KATERINA DIMITRAKOPOULOU

111
00:09:19:05 --> 00:09:21:07

On a personal level,

112
00:09:21:13 --> 00:09:25:16
| had to do a lot of research

because of the topic I'd picked.

113
00:09:30:10 --> 00:09:34:07
My outfit was inspired

by Laskarina Bouboulina,
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114
00:09:34:12 --> 00:09:39:13
the lieutenant of the ship Agamemnon,

which had 18 cannons.

115
00:09:39:19 --> 00:09:44:04
It was the most powerful ship

and it helped a lot during the revolution.

116
00:09:48:12 --> 00:09:52:07

| chose that because I'd been to Spetses

117
00:09:52:09 --> 00:09:54:09

and I really enjoyed its history.

118
00:09:55:14 --> 00:09:58:21

The cannons inspired me

119
00:09:58:23 --> 00:10:02:21

to make a belt that looks like them.

120
00:10:03:00 --> 00:10:08:04
A shirt made out of jersey

along with pleats, ropes and chains
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121
00:10:08:06 --> 00:10:13:11
and a denim pleated skirt

on which | stencilled the pattern.

122
00:10:19:21 --> 00:10:23:04
Through this outfit,

| wanted to show the power of women

123
00:10:23:09 --> 00:10:27:09
and their great contribution

to the revolution.

124
00:10:27:13 --> 00:10:31:16
Not only from a financial aspect,

but by actively taking part in it.

125
00:10:31:23 --> 00:10:37:00
| was inspired

to make it more revolutionary.

126
00:10:39:18 --> 00:10:43:15
I mainly use black and white

in my collection
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127
00:10:43:17 --> 00:10:46:17
because the topic | chose

was very limited.

128
00:10:46:21 --> 00:10:50:01
The black | took from cannons

and the white from sails

129
00:10:50:03 --> 00:10:54:20
from the oil painting by loannis Koutsis

Describing the naval battle of Spetses.

130
00:11:01:20 --> 00:11:04:16
| wasn't inspired

by the clothes of that time.

131
00:11:04:18 --> 00:11:07:18
| was mostly inspired by the ship:

132
00:11:07:20 --> 00:11:11:05
the cannons,

the volume | used on the sleeves,



133
00:11:11:09 --> 00:11:16:08
the ropes, the chains,

the masts and the sails,

134
00:11:16:10 --> 00:11:19:00

thus creating the pleats and box pleats.

135
00:11:25:07 --> 00:11:28:16

Completing a design is beautiful.

136
00:11:28:18 --> 00:11:31:10
From start to finish:

from having an idea

137
00:11:31:13 --> 00:11:34:21

to completing it and seeing it on.

138
00:11:35:19 --> 00:11:38:13

| obviously faced some difficulties.

139
00:11:38:17 --> 00:11:43:04
But with our professors' guidance,

| was able to complete it.
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140
00:11:50:03 --> 00:11:54:00
Fashion and revolution,

in my opinion, can be combined,

141
00:11:54:02 --> 00:11:59:05
since fashion is innovative

and pioneering.

142
00:11:59:07 --> 00:12:03:12
So I think they can be combined

143
00:12:04:08 --> 00:12:07:22
to bring something new,

something revolutionary.

144
00:12:20:14 --> 00:12:24:14
My first thought

about how | would approach the revolution

145
00:12:24:16 --> 00:12:25:18

was the Evzones.

146
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00:12:25:22 --> 00:12:32:04
| was inspired by that

and the clothing of that time

147
00:12:32:06 --> 00:12:36:12
that had Ottoman elements

or elements of Greek dress.

148
00:12:36:19 --> 00:12:39:07

I focused mainly on the pants...

149
00:12:39:09 --> 00:12:40:15
ATHANASIOS VASILIADIS

150
00:12:40:17 --> 00:12:42:18

and the puff sleeves,

151
00:12:43:15 --> 00:12:49:12
which were present

in the Greek fashion of that time

152
00:12:49:20 --> 00:12:52:05

but were more common in Ottoman dress.
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153
00:12:52:21 --> 00:12:56:08

| wanted to combine

those contrasts and differences.

154
00:13:03:10 --> 00:13:05:22
The main topic,

Women covered in blood,

155
00:13:05:24 --> 00:13:09:10
was my way

of paying tribute to women,

156
00:13:09:14 --> 00:13:12:13
either those left behind

that endured the torture

157
00:13:12:15 --> 00:13:14:20

and the loss of their people

158
00:13:14:24 --> 00:13:16:17

or to those who fought.

159
00:13:17:07 --> 00:13:20:24
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The Evzones' uniform

could be worn by women too.

160

00:13:21:01 --> 00:13:23:22
That part of history

hasn't been as highlighted.

161
00:13:26:10 --> 00:13:32:04
The first painting that came to mind

was Delacroix's Greece,

162
00:13:32:12 --> 00:13:36:22

where Greece is depicted as a woman

standing over the rubble with open arms.

163
00:13:37:18 --> 00:13:41:08

To me, this is the story of women.

164
00:13:47:14 --> 00:13:52:18
The clothes we made

are the two aspects of the story.

165
00:13:53:23 --> 00:13:56:07
They are both bloody. We used colour.

61



166
00:13:57:04 --> 00:14:01:12
And it all revolves around pain,

mourning and blood.

167
00:14:08:05 --> 00:14:09:08

We made two pieces.

168
00:14:09:10 --> 00:14:13:15
One is a dress

inspired by the Evzones.

169
00:14:13:22 --> 00:14:18:23
The lower part consists of 400 pleats

and the upper part represents the vest

170
00:14:19:02 --> 00:14:23:06
with the collar

of the Evzones' macedonian uniform.

171
00:14:23:15 --> 00:14:28:24

Using some folds,

| tried to showcase the shape on the back,
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172
00:14:29:03 --> 00:14:32:16

the embroidery of the vest.

173
00:14:35:00 --> 00:14:38:20
You might have noticed

that their uniform has wide sleeves.

174
00:14:39:00 --> 00:14:43:03
| tried to translate that

with a slit on the sleeve

175
00:14:43:05 --> 00:14:45:22

with a second sleeve coming out of it.

176
00:14:47:17 --> 00:14:52:11

| have added some extra strips with blood.

177
00:14:52:15 --> 00:14:55:21
| wanted them to act as a frame

and draw attention

178
00:14:56:02 --> 00:14:59:10

so that the message is conveyed



through these strips.

179
00:15:09:11 --> 00:15:13:19
The second dress is more modern.

It is more wearable.

180
00:15:14:04 --> 00:15:15:17
It's a pleated skirt.

181
00:15:15:22 --> 00:15:21:11
The top has puff sleeves

that are inspired by Ottoman dress

182
00:15:21:18 --> 00:15:23:13

and it is also bloody.

183
00:15:23:23 --> 00:15:28:05

The blood shows that someone

184
00:15:28:18 --> 00:15:32:01

has died laying on the other person.

185
00:15:36:12 --> 00:15:40:02
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Modern Greece

would have all sorts of elements.

186
00:15:40:05 --> 00:15:43:11

From ancient Greece to modern Greece.

187
00:15:43:21 --> 00:15:48:02
There have been revolutions,

trends from abroad,

188
00:15:48:04 --> 00:15:53:05
but I'm not sure whether I'd choose

something plain or more adorned.

189
00:15:53:08 --> 00:15:55:05

It certainly wouldn't be white.

190
00:15:55:16 --> 00:15:59:03
| don't know

whether the blue and white on our flag

191
00:15:59:20 --> 00:16:01:17

really represent Greece.



192
00:16:02:16 --> 00:16:08:03
There are way more colours and aromas

than what we know

193
00:16:08:16 --> 00:16:10:17

and are recorded in history.

194
00:16:12:05 --> 00:16:14:16

The movie is part of Fititivismata,

195
00:16:14:18 --> 00:16:17:05

produced as part of an internship.

196
00:16:17:07 --> 00:16:22:07
In 2021, 65 students took part

in the Hellenic Parliament TV internship

197
00:16:22:09 --> 00:16:24:01

about the Greek Revolution.
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3. Introduction

The video I chose is titled “18x21 cm” and it is a short film that is part of
“Fititivismata”, a documentary series created by students for the Hellenic Parliament Channel.
Students from 17 Greek universities took part in the creation of the series as part of a six-month

internship.

In this particular video, four students from the Department of Creative Design and
Clothing of the International Hellenic University talk about the clothes they designed for a
seminar, having drawn inspiration from the Greek Revolution of 1821. They explain their

creative process, the events and art that inspired them and how they translated it into their work.

The director and script writer of the film is Sofia Vafiadou, a student at the School of

Journalism and Mass Communications of the Aristotle University of Thessaloniki.

As mentioned above, the documentary consists of four students being interviewed.
Even though one might expect the use of a more formal register by the speakers in the context
of a documentary interview, in this case, the register is quite informal. The speakers express
themselves using many incomplete, stretched-out sentences (e.g. Kvpimg ta mavteAdvia mov
QopovGaV/Eite TOVG OYKOLE OV glyav TO pavikia/avtd to koppdrt...) and filler words. There
are also many repetitions (e.g. Zdlog givar 0 apyNTIKOG AVTIKTLTOG EVOG YEYOVOTOC, €VOG
ocvuPavroc...) and stuttering which are, of course, typical characteristics of spoken discourse.
It is important to mention, however, that the use of fashion terms is quite prevalent as well (e.g.
KOLQOTIETES, Oumpe Teyvikés, teyvikég line art), thus, the speakers manage to adequately

communicate their creative process.
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All the above characteristics must be taken into account in order to have a successful
translation. But before even attempting to render the text into English, it was vital to set a

purpose or, rather, a skopos for the target text.

4. Skopos

According to the skopos theory, a theory developed by Hans Josef Vermeer in 1978,
translation is an intercultural interaction between people that face language and culture barriers,
therefore making an unsuccessful attempt at communicating (Nord, 2022). As Vermeer (1978)
put it, every translation action can be conceived as an action, as the name implies, and every

action has a purpose.

Thus, the first step | took towards successfully achieving that purpose was setting a

translation brief for myself.

The video was created with the purpose of airing on national television. That means
that it is accessible to virtually anyone. Even by watching the video, one can easily understand
that the only prerequisite to watching and understanding the content of the video is the ability
to understand Greek. Maybe knowing some historical facts about the Greek War of
Independence would be helpful, however, it is not necessary in order to follow what is being

said.

With that in mind, | decided to keep the same skopos for my target text as well. The
only difference is that the target text is aimed at an English-speaking audience. Other than that,

its role is to inform the audience about the students’ creative process, much like the source text.

Nonetheless, differences inevitably arise in the target text in terms of style, register and
so on for a number of different reasons. First of all, audiovisual translation is a special type of

translation in the sense that the text is simultaneously transmitted through two channels,
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acoustic and visual (Martinez-Sierra in Martinez-Sierra 2012), and the spoken language turns
into written language; that is a challenge in itself. In fact, if this shift were not performed, the
audience would be taken aback by the presence of spoken discourse elements in the subtitles.
After all, subtitles are written communication and the rules of written language still apply

(Gottlieb, 2012).

At the same time, the purpose of subtitling is to incorporate speech into the audiovisual
material as naturally as possible, while combined with and supported by the image and the
audio (Sosoni, 2014). Moreover, subtitling has been characterized as constrained translation
(Sosoni, 2014); things such as characters per second, subtitle duration will unavoidably
influence the translator’s choices. Additionally, typical characteristics of spoken discourse that,
in this case, influence, if not determine, the register and style of the “text”, such as repetition,
phatic expressions, discourse markers, slang etc., are omitted in subtitling due to the
aforementioned constraints. Therefore, it is now clear that it would be extremely challenging
to maintain the same register and style as the source video, but it is also important to mention
that it was my intention to alter the register and style of the target video, as | did not think it
was necessary to make an effort to keep those elements; in my opinion, they do not add to the

text, the type of which is basically informative (according to Reiss’s text typology).

5. Methodology

After watching the video from start to finish and setting a skopos for my target text, | proceeded
with writing the source text/script into subtitles; more specifically, | first cut up the dialogue
into subtitle blocks and then I divided each block into one or two lines, exactly what Gottlieb
(2012) describes as macro and micro segmentation respectively (sometimes the segmentation
in English ended up being different than that in Greek). Other than timing the original subtitles

to the video (again, the timing of the original subtitles did not necessarily correspond to that of
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the translated subtitles in the end), | decided not to omit any information or respect the
constraints of subtitling in the source text; that is because the original subtitles would not be
included in the final video and, most importantly, because the information or the size of
information that would end up in the English subtitles could potentially differ from the Greek

subtitles, so | wanted to allow for more flexibility when translating.

Then | started researching any unknown terminology and the official translation or
transliteration of certain names, such as university departments, historical figures, paintings
etc. (however, due to temporal and/or spatial reasons, using the official translation of some
names was not possible, e.g. “Tunua Anuovpyikov yediaouov kat Evdvong” is officially
translated as “Department of Creative Design and Clothing”, but I used the name “Department
of Fashion Design” instead). I did not deem it necessary to use parallel texts since the

terminology in the source text was quite limited and the meaning of it was not at all obscure.

Before proceeding with the translation, I changed the settings on Subtitle Edit according
to the Netflix guidelines: maximum number of two lines, 42 characters per single line, reading
speed (for adult programs) at 17 characters per second, minimum duration at 5/6 of a second

per subtitle event and maximum duration at 7 seconds per subtitle event.

Finally, | proceeded with the translation of the text, while taking all the constraints into account

and employing the appropriate strategies that | will be further analysing later.

As | already said, | followed the Netflix guidelines for subtitling, but at the same time
my choices were heavily influenced by Fotios Karamitroglou’s article A Proposed Set of

Subtitling Standards in Europe.

a. Spatial Parameters

| positioned the subtitles on the bottom centre part of the screen or top centre part of

the screen in case of a forced narrative or on-screen text covering the lower third part of the
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screen. | used a maximum of two lines of subtitles at a time and segmented them according to
criteria that | will discuss later. Regarding, the characters per line, | set a maximum of 42
characters. There are various opinions on this, but according to Gottlieb (2012), subtitles are
becoming less condensed for a number of different reasons, one of them being the better
reading abilities of the audience. So, the number of characters per line is, in my opinion,
justified. I also used Arial for my subtitles, since sans-serif fonts are less complicated and do

not hinder legibility (Karamitroglou, 1998). | chose white for the font colour.

b. Temporal Parameters

| set the minimum and maximum duration of a subtitle at one and seven seconds
respectively, according to the Netflix guidelines. In general, | timed the subtitles to the audio,
i.e. to the initiation of the utterance, unless the utterance started with a filled pause (e.g. subtitle
103). In that case, | timed the subtitle to the time the speaker starts talking (this is not applicable
if the filled pause happens mid-sentence). For the out-time, | kept the subtitle on the screen for
tenths of a second to a second (given that the scene did not change), or up to two in case extra
reading time was needed, which was not really the case in this video. A very abrupt end to a
subtitle would create a flashing effect and would probably leave the viewer with a negative
impression. At the same time, a subtitle that lingers for too long could also create distrust
towards the quality of the subtitle and doubt as to whether it corresponds to what has been said,
at the time it has been said (Karamitroglou, 1998). Lastly, | set a minimum gap of two frames

between subtitles, i.e. 80 milliseconds, at a 25 frame rate.

All in all, ‘transparent cueing’ is of paramount importance because “it gives the
audience the feeling of understanding the film, forgetting what language it was in.” (Gottlieb,

1994, p. 116).
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6. Subtitling problems and strategies used to address them

a. Punctuation, letter case and forced narratives.

| did not use ellipses with consecutive subtitles; if the sentence continued from one
subtitle to the next, | used the appropriate punctuation (e.g. comma) or no punctuation at all at
the end of the first subtitle, as suggested by Netflix (e.g. a) Fashion and revolution,/in my
opinion, can be combined,/since fashion is innovative and pioneering. b) I focused mainly on
the pants/and the puff sleeves...). If the sentence did not continue over to another subtitle, |

simply used a full stop (e.g. The Evzones’ uniform/could be worn by women t00.).

| italicized only when the name of a painting was mentioned (e.g. Describing the naval

battle of Spetses.).

| used all caps only for forced narratives. In the beginning of the video, when the text
“Not everyone is an artist, but everyone is a fucking critic” appears, I did not write a forced
narrative at all because the text is visible and already in English. However, when the name
Constantinos Lykoudis appears, | used a forced narrative because the on-screen text, even
though visible, is not very clear. I was sceptical regarding the forced narratives where the name
of the interviewees appeared. At first, I did not deem it necessary to disrupt the subtitle in order
to transcribe the name of the speaker, but I realized that to an English-speaking person it might
have been unclear that it was the name of the speaker that appeared on-screen. Having a forced
narrative would also be helpful in case the viewer wanted to research the speaker and their
work. Therefore, | decided to include a transcription of each name, either by splitting the
subtitle and timing the forced narrative between the two split subtitles (e.g. | focused mainly
on the pants.../ATHANASIOS VASILIADIS/and the puffsleeves...), in which case | used an

ellipsis at the end of the preceding subtitle and no ellipsis at the beginning of the following
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subtitle, or by cutting the subtitle early, before the end of the utterance (or timing it after the
utterance had started) in order to allow for adequate time and space for the forced narrative
(e.g. and my experience with school and family./KATERINA DIMITRAKOPOULOU/On a
personal level...). Regarding my choice to transcribe the name Kwvotavtivog Avkovdng as
CONSTANTINOS LYKOUDIS, I did it according to how it was transcribed by the speaker

himself to maintain consistency (the transcription of his name appears earlier in the video).

b. Subtitle segmentation

Another very important factor that heavily impacts the readability of the subtitles is the
right segmentation. Firstly, | tried to keep the text to one line (e.g. So with that in mind, I
decided to paint. [41 characters]), unless it exceeded character limitation. In every other case,
I had to break the subtitle into two lines (e.g. It is a strong contrast [23 characters]/that described
what happened. [29 characters]). Helene Reid (1990) distinguished among three types of
segmentation: grammatical, which follows syntax and semantics (I also find the term ‘sense
blocks’ very fitting, as employed by Wildblood in Gottlieb 2012) rhetorical, which follows the

rhythm of speech and visual, which follows camera cuts (Reid in Gottlieb 2012).

| started segmenting the subtitle text as soon as | started writing the source script.
Basically, I followed the rhythm of speech (rhetorical segmentation) which would be the same
both for the Greek and the English text. When the rhythm speech allowed for it, | also tried to
break the subtitle when speech crossed over a shot change (visual segmentation) so that it
would not create a flashing effect of the subtitle to the audience (e.g. but in one of our
lectures/the professor advised the students...). In case it was necessary for a subtitle to be
carried over a shot change, | would move the in-time or out-time half a second either side of

the shot change, although that was not really needed; the subtitles that crossed over a shot
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change were long enough so that they would not create that flashing effect (e.g. Its unevenness

represented the ground that was rocky.).

| believe that of all types of segmentation, grammatical segmentation was, in this case,
the most challenging. Generally speaking, subtitle text should be segmented at the highest
possible nodes. That means that in case a sentence does not fit in a one- or two-line subtitle,
the segmentation on each of the lines should coincide with the highest syntactic node possible
(Karamitroglou, 1998). Let’s take the following subtitle for instance: “The first painting that
came to mind was Delacroix’s Greece.” Of course, this does not fit into a one-line subtitle as
it exceeds the 42-character limitation. Thus, I chose to segment it on the second node: “The
first painting that came to mind/was Delacroix’s Greece.” This sentence is more readable than,
for example, the following: “The first painting that came to mind was/ Delacroix’s Greece.”
The first version of the subtitle presents a complete piece of information on each line compared

to the second one.

c. Line length

Another thing to be considered in line segmentation is the line length. According to
Netflix, a bottom-heavy pyramid shape subtitle is preferred. Even though I followed this rule
when segmenting subtitles in the cases where it is possible (e.g. in order to show that back then
[31 characters]/the clothes were in a similar condition. [40 characters]), | do not believe that it
takes precedence over other types of segmentation (grammatical segmentation, for instance)

(e.g. There have been major revolutions [33 characters]/by big fashion houses [21 characters]).

d. Text reduction

Earlier, | mentioned that subtitling has been characterized as constrained translation. In
order for the subtitle text to respect the rules of subtitling, |1 had to make certain decisions in

the translation process regarding the syntactic structure, among others.
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One of the most common strategies | employed was changing the sentence from active
to passive voice or vice versa. In my opinion, it is one of the safest options when it comes to
condensing text since it does not usually affect the sentence semantically or pragmatically
(depending, of course, on the amount of information). The stylistic features of the original,
however, might be affected since the passive voice is used in more formal contexts a lot of the
time, especially compared to the active voice. But if everything else is successfully conveyed,
| believe it is a sacrifice worth making. Some examples in my target text include: “Ta
yopicpata oev yivave.” — “I didn’t hem the clothes.” (25 characters), instead of “The clothes
weren’t hemmed.” (28 characters). I realise it is not a major difference in terms of character
count, but the sentence in active voice flows as more readable too. Another example is the
sentence “To podyo pov givor emnpeacuévo omd ta povya g enoyns” which became “The
cape mimics the clothing of that time” (41 characters) instead of “The cape is inspired by the

clothing of that time” (49 characters).

Another useful strategy is verbalizing or nominalizing. For instance, | translated the
sentence “T'evikd, elval 6popen 1 oAokAnpwon tov oyediov.” into “Completing a design is

beautiful.” (33 characters) instead of “The completion of a design is beautiful.” (40 characters).

| also omitted information that I considered redundant or information that was repeated
either in the same subtitle or earlier in the video (e.g. “To Tovveldkt Tov NTOV GTO paviKi, TOV
10 pavikt pdleve ko pdxpoawve” became “The gathered sleeve”, “To povyo pov eivor pia

HOAAVY KGma Tov £xEl mETEG TEPUETpIKd’” became “I made a wool pleated cape”).

Due to the constraints of subtitling and all the measures that one takes in order to respect
those constraints, it might seem contradictory to add information to the target text. Incomplete
sentences are very common in spoken discourse but their appearance in subtitles would leave

the viewer puzzled. Thus, I decided to add information wherever it was necessary, even if that
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resulted in longer structures. One such example is the following: “Kvping to movtelovia mov
(POPOVGAV/EITE TOLG OYKOVG TTOL ElYOV TO LAVIKLOL,/AVTO TO KOUUATUTOV DITPYE OTNV EAANVIKY
noda g emoyNc/aAld oto obwpavikd nrav o £vrovo.” I realise that the subtitles that precede
these complete the meaning and convey the message that the speaker is trying to communicate,
nonetheless they cannot stand on their own in written language. So, I translated it into “I
focused mainly on the pants/and the puff sleeves/which were present/in the Greek fashion of

that time/but were more common in Ottoman dress.”

7. Conclusion

All in all, I faced many difficulties in my translation; but by analysing the source text,
by setting a skopos for the target text and by having an abundance of subtitling strategies to

choose from, | was able to successfully address those difficulties.

Subtitling is a rather challenging type of translation; it calls for excellent knowledge of
both the source and target language and culture, but it also calls for creativity, resourcefulness
and critical thinking in order to single out the correct information that respects the constraints
of subtitling and effectively conveys the message (while retaining its stylistic, semantic and
pragmatic features) to the target audience. If these criteria are met, then the subtitler’s labour

will result in a successful translation and, therefore, a smooth viewing experience.



77

References

Gottlieb, H. (1994). Subtitling: Diagonal translation. Perspectives, 2(1), 101-121.

https://doi.org/10.1080/0907676x.1994.9961227

Gottlieb, H. (2012). Subtitles - Readable dialogue? In E. Perego (Ed.). Eye tracking in
audiovisual translation, (pp. 37-81).
Karamitroglou, F. (1998). A proposed set of subtitling standards in Europe. Translation Journal

2(2).

Martinez Sierra, J. (2012). On the relevance of script writing basics in audiovisual translation
practice and training. Cadernos de Traducao.

Nord, C. (2022). Action/skopos theory. In F. Zanettin & C. Rundle (Eds.). The Routledge
Handbook of Translation and Methodology. (pp. 11-23)

Reid, H. (1990). Literature on the screen: Subtitle translating for public broadcasting.
In Something Understood (pp. 97-107). Brill.

Vermeer, H. J. (1978). Ein Rahmen fir eine allgemeine Translationstheorie. Lebende
Sprachen, 23(3), (pp. 99-102).

Yoocovn, B. (2014). And v npdt Talkie oty Mnyaviky Metdgppaon: H OntikoakovoTikn
Metdepoon kot 11 Zouropevor g pe v EEEMEN g Teyvoloyiag, Dictio, 7, 167-

187.


https://doi.org/10.1080/0907676x.1994.9961227

	Abstract
	Table of Contents
	1.
	1. Source Text
	2. Target Text
	3. Introduction
	4. Skopos
	5. Methodology
	a. Spatial Parameters
	b. Temporal Parameters
	6. Subtitling problems and strategies used to address them
	a. Punctuation, letter case and forced narratives.
	b. Subtitle segmentation
	c. Line length
	d. Text reduction
	7. Conclusion
	References

