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Abstract

The following project comprises an analysis and subtitling of an original text,
namely of the short film Ruby (2018), and then an analysis of the methods and
strategies used during this process. This project examines, thus, subtitling difficulties,

like cultural transfers, and explains how these were tackled.

1. Introduction
The present dissertation includes the English and Greek subtitles of the short film
Ruby, an analysis of the film and a discussion of the challenges its subtitling posed, as

well as an in-depth justification of the choices made and the solutions provided.

This particular video was chosen on the grounds of the dissertation requirements.
Duration and difficulty level include some of these requirements, but also the
presence of cultural and comical elements; elements spotted in a wide variety of

subtitling assignments, thus functioning as a sample of an average subtitling project.

After a first analysis of the contents of the film and examination of the topics that
may possibly arise while subtitling it, theory covering these particular topics was
collected and examined to function as a guidance. For instance, Bogucki (2004) covers
a wide range of subtitling methods and norms, while Gouleti (2006) deals with topics
like pragmatics and culture, and Diaz Cintas (2001) with transferring humour, to name
but a few scholars. Then the actual subtitling of the film took place with the use of the
‘Subtitle Edit’ program, and any considerable problem worth mentioning was taken
note of and transcribed to the commentary as of how it was dealt with, supported by
the theory collected, on many occasions. Mainly subtitling-related issues, like time and

space limits and cultural and comical transfer are to be anticipated.



2. English Subtitles

0001 00:00:24:24 00:00:27:12 27

Oh, Len, this
is gefiting ridiculous.

0002 00:00:28:02 00:00:30:01 27
[ this is one of your crazy=
0003 00:00:30:05 00:00:31:05 27
No peeking, no.
0004 00:00:31:17 00:00:33:10 27
I'm not peeking.
0005 00:00:34:24 00:00:36:11 27
O, [ just want a cup of tea.
0006 00:00:36:19 00:00:38:15 27
My feet are sore and [ don't=
0007 00:00:38:20 00:00:39:10 27
I'm sermry love.
0008 00:00:39:14 00:00:41:06 27
[ just want it all to be perfect.
0009 00:00:41:15 00:00:43:06 27
[t’s your namesake anniversary, after all.
0010 00:00:43:11 00:00:44:24 27
Well, get on with it then.
0011 00:00:45:12 00:00:46:12 27
Okay, sorry love.

0012 00:00:53:22 00:00:55:18 27



[ think [ tied the knot a bit toe good.

0013 00:00:55:22 00:00:57:01 27

Oh for erying out loud.
0014 00:00:57:08 00:00:58:09 27

t's all right, don"t paniec.
0015 00:00:58:13 00:01:00:11 27

Ah, Ruby, come omn, let me do .
0016 00:01:00:14 00:01:01:15 27
Okay, fine.

0017 00:01:03:13 00:01:06:18 27

Ta=da, happy ruby
anniversary, Ruby darling.

0018 00:01:06:22 00:01:07:22 27
What do you think?
0019 00:01:08:22 00:01:10:03 27
What is this is?
0020 00:01:10:07 00:01:11:15 27
It's for us, you and me.
0021 00:01:12:02 00:01:13:12 27
Isn't she a cracker.
0022 00:01:14:14 00:01:15:18 27
Is this a joke?
0023 00:01:15:20 00:01:17:04 27
A joke? No, not at all.

0024 00:01:17:18 00:01:18:18 27



Do you neot like ft?
0025 00:01:18:23 00:01:20:21 27
[ pulled a lot of strings to get this.
0026 00:01:21:01 00:01:22:12 27
Fella said it was top quallty.
0027 00:01:22:15 00:01:24:16 27

Lovely sofft spot with
your faveurite view.

0028 00:01:24:20 00:01:26:04 27
He says fit'll last forever.
0029 00:01:31:18 00:01:32:21 27
t's a grave.
0030 00:01:33:09 00:01:35:05 27
You weren't expecting that, were you?
0031 00:01:36:04 00:01:38:20 27

Huh, ne, Leonard, [
must confiess, | wasnt.

0032 00:01:39:00 00:01:40:13 27
Yes, yes yes yes, Yes.
0033 00:01:40:17 00:01:42:05 27
What is wrong witth you?
0034 00:01:42:12 00:01:44:15 27

What's up?
dt’s a grave.

0035 00:01:45:08 00:01:48:00 27

[t's our ruby anniversary
and you've bought me a grave.



0036 00:01:48:17 00:01:50:07 27
A really nice grave.
0037 00:01:50:20 00:01:51:20 27

=Hul.
=You love it here.

0038 00:01:51:21 00:01:54:11 27

Look, the Mourns, the
beach we used to walk omn,

0039 00:01:54:15 00:01:56:01 27
the best view in the world.
0040 00:01:56:20 00:02:00:03 27
And), | brouglht us a picnic.
0041 00:02:01:03 00:02:01:23 27
t's a grave.
0042 00:02:02:02 00:02:04:10 27

You're not gonna be taking in
the blessed view.

0043 00:02:04:14 00:02:06:13 27
Oh, come on, Ruby, give it a chance.
0044 00:02:07:06 00:02:08:16 27
Here, try it out.
0045 00:02:08:20 00:02:09:20 27
What?
0046 00:02:10:07 00:02:13:12 27
Oh yes, oh this is very nice.
0047 00:02:14:16 00:02:16:03 27

O, [t's actually quite comfiortable.



0048 00:02:16:07 00:02:18:07 27

Yeah, and, you can
still see the mountains

0049 00:02:18:11 00:02:19:15 27
fif you crane your neck.
0050 00:02:19:19 00:02:22:07 27
A, I'm living in a nightmare.
0051 00:02:22:23 00:02:26:00 27

Of alll the barmy, cock-a-deodle-doo
things you've done

0052 00:02:26:05 00:02:28:24 27

over the years, this
has to take the biscuit.

0053 00:02:29:12 00:02:30:16 27
AR, no but, ne, this is me
0054 00:02:30:20 00:02:32:14 27
actually being very practical this time.
0055 00:02:32:18 00:02:35:04 27
Hmm, the karate lessons for christmas.
0056 00:02:35:08 00:02:35:23 27
Yeah, | wanted you to be able
0057 00:02:36:02 00:02:37:18 27
protect yourself when I'm gone.
0058 00:02:38:21 00:02:41:12 27
The prostitute getup for my 60th.

0059 00:02:41:16 00:02:43:11 27



That was burlesque-themed nightwear.
0060 00:02:43:19 00:02:45:14 27
It looked a lot tamer on the websiite.
0061 00:02:45:21 00:02:47:16 27

<ln ffront of everybedy.
<M.

0062 00:02:48:07 00:02:52:08 27
Oh the claymere sword for our silver.
0063 00:02:52:22 00:02:55:04 27

Well you were big inte
Braveheart at the time.

0064 00:02:56:07 00:02:59:06 27

Al least it had the virtue
of actually being silver.

0065 00:02:59:23 00:03:03:23 27

What has a cemetery plot geft
o de witth a ruby anniversary?

0066 00:03:04:07 00:03:05:23 27
I'm sure there must be some logical
0067 00:03:06:02 00:03:08:04 27
and fascinating connection in your head.
0068 00:03:09:11 00:03:11:06 27
The flowers are red.
0069 00:03:12:18 00:03:15:13 27

You could've bouglht
me some ruby earrfings.

0070 00:03:15:17 00:03:16:20 27

Or a necklace.



0071 00:03:17:21 00:03:19:04 27
Or a broach.
0072 00:03:19:22 00:03:24:00 27

| mean nothing extravagant,
just, just nice and normal.

0073 00:03:27:01 00:03:28:11 27
Where's the fun in that?
0074 00:03:28:15 00:03:31:10 27

Are you calling this fumn,
fmagining us dead and buried?

0075 00:03:32:11 00:03:33:21 27

Well, we're noft
gefting any younger love.

0076 00:03:34:19 00:03:36:00 27
Oh, I'm only 63.
0077 00:03:36:14 00:03:38:02 27
Well, you can never start too early.
0078 00:03:38:07 00:03:40:19 27

My dad had his plot beoked
from the day he turned 40.

0079 00:03:40:23 00:03:42:24 27

Welll, that doesn’t surprise
me about your father.

0080 00:03:43:11 00:03:45:09 27
Mind you, at least he didn't present it
0081 00:03:45:13 00:03:47:20 27

o your mother as an anniversary gfiit.



0082 00:03:48:09 00:03:50:09 27
Well, peps didn't have much imagination.
0083 00:03:50:24 00:03:53:12 27
Oh, and you have too much imagination.
0084 00:03:54:10 00:03:55:19 27
Honestly, Leonard.
0085 00:03:58:04 00:04:05:24 27

Just once, | mean, the
picnic, great, sweet idea.

0086 00:04:07:22 00:04:09:05 27
But on a grave.
0087 00:04:10:08 00:04:12:06 27
[ thought you loved it hers.
0088 00:04:12:20 00:04:14:19 27
You said you wanted to be buried hers.
0089 00:04:15:10 00:04:16:13 27
When did [ say that?
0090 00:04:16:22 00:04:17:22 27
When?
0091 00:04:18:11 00:04:19:18 27
Back when we were 19 or something.
0092 00:04:20:11 00:04:21:16 27
Oh, [ don"t remember-
0093 00:04:22:15 00:04:24:13 27
We came dewn here on your moped.

0094 00:04:25:21 00:04:27:13 27
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We sat on that very wall.
0095 00:04:28:10 00:04:30:13 27
We looked af the sunset and you said,
0096 00:04:31:12 00:04:32:17 27
"We should be buried here,
0097 00:04:33:23 00:04:36:19 27

“So we can on that
view for all eternity.™

0098 00:04:37:14 00:04:38:15 27
It was very romamntic.
0099 00:04:39:07 00:04:40:06 27
You made a big impression on me.
0100 00:04:40:14 00:04:41:17 27
My meped.
0101 00:04:42:18 00:04:44:06 27
| never had a moped.
0102 00:04:44:20 00:04:45:24 27
You were driving the Mini
0103 00:04:46:03 00:04:47:20 27
by the time we were going out together.
0104 00:04:47:21 00:04:49:03 27
We went everywhere imn .
0105 00:04:51:05 00:04:53:04 27
Daisy McKeever had a moped.

0106 00:04:54:03 00:04:57:05 27
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Remember Daisy who you
went out with before me.

0107 00:04:57:21 00:05:00:03 27
Old, Clown Hair MeKeever.

0108 00:05:01:08 00:05:02:08 27

Hmm, remember her?
0109 00:05:03:16 00:05:04:16 27

What, no, that can't-
0110 00:05:09:24 00:05:10:16 27

Oh balls.

0111 00:05:12:11 00:05:15:20 27

So, you have just beught
me some ofther girls grave

0112 00:05:15:24 00:05:17:19 27
for our wedding anniversary.
0113 00:05:18:14 00:05:20:23 27
No, | mean, | can explain.
0114 00:05:21:11 00:05:22:18 27
| mean this is actually quite funny.
0115 00:05:23:03 00:05:24:11 27
We'll laugh about this tomormrow.
0116 00:05:24:15 00:05:26:23 27
Are you actually trying te hurt me?
0117 00:05:27:07 00:05:28:07 27
I'm trying to make you happy-

0118 00:05:28:12 00:05:30:10 27
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Well, you're {rying
in all the wrong ways.

0119 00:05:30:14 00:05:31:23 27
At least one of us is trying.
0120 00:05:34:22 00:05:36:09 27
Oh Rube, [ didn't mean thait.
0121 00:05:38:06 00:05:39:22 27
Ah Ruby, come back, baby.
0122 00:05:40:03 00:05:42:19 27
40 odd years of this insanity is enough.
0123 00:05:43:14 00:05:43:24 27
Ruby.
0124 00:05:44:16 00:05:46:13 27
I'm gefting cremafted.
0125 00:05:50:06 00:05:50:22 27
Ruby.
0126 00:05:51:19 00:05:54:08 27

Excuse me, beg your parden,
@XCUSEe Me, @XCUSEe ME SOrrY.

0127 00:05:55:02 00:05:56:02 27
Rulby!
0128 00:06:26:14 00:06:27:09 27
Ruby.
0129 00:06:28:01 00:06:30:21 27
Len, just leave me alone.

0130 00:06:31:07 00:06:32:10 27

14



Shh, not so loud.
0131 00:06:32:15 00:06:34:04 27
What, there's ne one here.
0132 00:06:36:23 00:06:38:19 27
Oh for god's sake.
0133 00:06:48:17 00:06:49:17 27
Come and have the picnic.
0134 00:06:50:05 00:06:53:21 27
Oh sod your picnic up your bottom.
0135 00:06:55:20 00:06:57:17 27
Or go have it with Chuckles McKeever.
0136 00:06:59:03 00:07:02:15 27

Come on, Ruby, thaf
was over 40 years ago-

0137 00:07:03:06 00:07:05:02 27
Well, it seems like she's the one
0138 00:07:05:06 00:07:07:02 27
who's fresh in your memeory.
0139 00:07:07:19 00:07:09:24 27

She's the ene you want
o spend eternity with.

0140 00:07:10:22 00:07:12:11 27
Hmm), gazing at the sunset.
0141 00:07:14:24 00:07:17:07 27

How many other girls did
you bring out here anyway?

0142 00:07:18:03 00:07:20:22 27



I'd no idea you were such
a Lotharie in your youth.

0143 00:07:21:19 00:07:23:09 27
| wasn't, honestly.
0144 00:07:24:01 00:07:26:22 27

[t was an easy mistake
o make, because it is-

0145 00:07:27:01 00:07:31:13 27

Why don't you save your
little hole for Daisy McKeever.

0146 00:07:31:17 00:07:35:06 27

I'm sure she's dying to
be buried in it with you.

0147 00:07:36:02 00:07:37:21 27
[ think she died a few years back.
0148 00:07:38:20 00:07:41:13 27
Oh, did she ffall offf her a meped?
0149 00:07:43:18 00:07:45:24 27
Oh huh, that's a bit reugh.
0150 00:07:47:09 00:07:50:00 27

A, [ cant believe I'm
even having this exchange.

0151 00:07:50:24 00:07:51:24 27
t’s surreal.
0152 00:07:53:05 00:07:54:21 27
| mean, I'm an educated person and you

0153 00:07:55:00 00:07:57:19 27
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always end up making me
feel like I'm a headcase.

0154 00:07:58:07 00:07:59:01 27
Sorry love.

0155 00:07:59:09 00:08:02:24 27

Like I'm the dull, bering eld baltleasxe.
0156 00:08:03:20 00:08:04:20 27

No, that's nof...

0157 00:08:12:17 00:08:15:02 27

You try se hard gefting it right, Len.
0158 00:08:15:23 00:08:18:19 27

You don't even see, | don't
need all the,

0159 00:08:21:17 00:08:23:06 27

[ just want a=
o know.

0160 00:08:24:21 00:08:26:18 27
| knew, I'm an idiet, Ruby.
0161 00:08:27:15 00:08:29:10 27
[ dont deserve you and [ never have.
0162 00:08:30:01 00:08:31:09 27
Oh, here we go again.
0163 00:08:31:13 00:08:34:08 27

fit's not bloedy about
deserving, just stop-

0164 00:08:34:09 00:08:35:14 27

Okay, SOMY.
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0165 00:08:35:24 00:08:38:18 27

fit's just that, and I'm
not making excuses here,

0166 00:08:39:21 00:08:41:18 27
| suppese | remembered it as you
0167 00:08:41:22 00:08:42:22 27
because i wanfted it to be you.
0168 00:08:44:13 00:08:45:13 27
It was always you.
0169 00:08:47:04 00:08:49:13 27

Ever since were youngsters
and the school bus,

0170 00:08:50:12 00:08:52:03 27
you were so pretty and glamerous.
0171 00:08:52:20 00:08:54:03 27
The posh protestant girl.
0172 00:08:55:18 00:08:57:12 27

| was a wee skithery finion
from the Morgan side.

0173 00:08:57:17 00:08:59:13 27
| knew you were way out of my league.
0174 00:09:01:09 00:09:04:01 27

[ figured f [
could get to be with you,

0175 00:09:05:07 00:09:07:21 27

[ would spend the rest of my
life tryfng to make you happy-

0176 00:09:10:18 00:09:12:12 27
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And every day | would go the extra mile
0177 00:09:13:03 00:09:16:05 27

o make sure you never had
an ordinary day and your life.

0178 00:09:16:20 00:09:20:11 27

Well, you certainly
succeeded on that front.

0179 00:09:21:02 00:09:24:14 27

And yes, now thaf [ think
on ft, it was a daft idea,

0180 00:09:25:18 00:09:27:00 27
even by my standards.
0181 00:09:28:22 00:09:31:16 27

But [ just can’t imagine
ever been apart from you.

0182 00:09:35:05 00:09:37:06 27
| suppose it makes sense.

0183 00:09:37:11 00:09:41:15 27

| mean, | suppose aft our age it does

0184 00:09:41:19 00:09:43:19 27
o think about these things.

0185 00:09:44:16 00:09:45:22 27

t's scary get an old.
0186 00:09:46:11 00:09:47:20 27
Hmm), you can say that again.
0187 00:09:48:17 00:09:49:17 27

Dont.
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0188 00:09:51:21 00:09:52:22 27
Kids are all grown up.
0189 00:09:53:09 00:09:54:13 27
They don't need us anymore.
0190 00:09:56:08 00:09:58:07 27
Sometimes it feels like you're standing
0191 00:09:58:09 00:09:59:19 27
on the edge of a big empty hole
0192 00:09:59:23 00:10:03:17 27

and you're just, sometimes
[ can't shake the feeling

0193 00:10:03:21 00:10:07:14 27
that in the end, we always wind up alone.
0194 00:10:08:13 00:10:10:15 27

Hmm), you knew [ don't
like this kind of tallk.

0195 00:10:11:03 00:10:14:11 27

The one thing that keeps
me chipper is knowing

0196 00:10:14:15 00:10:16:03 27
that you're beside me.
0197 00:10:18:01 00:10:19:15 27
And that a hundred years from now
0198 00:10:20:03 00:10:23:11 27

some kids will come round
here on thelir hover beards,

0199 00:10:23:20 00:10:26:06 27
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and they'll see that thers
was a wee couple called Ruby

0200 00:10:26:10 00:10:29:10 27

and Leonard, and they Il
wonder what we were like,

0201 00:10:30:15 00:10:33:12 27
and were we happy, and were we in love.
0202 00:10:35:20 00:10:36:20 27
Were we happy?
0203 00:10:40:10 00:10:41:02 27
We were.
0204 00:10:43:21 00:10:44:21 27
Were we in love?
0205 00:10:48:13 00:10:51:07 27
Against all my befter judgment.
0206 00:11:05:16 00:11:06:16 27
| wasn't posh.
0207 00:11:07:00 00:11:08:18 27
You were a bit up yourself, in faffhess.
0208 00:11:11:08 00:11:13:02 27
Why de yeu put up with me?
0209 00:11:13:14 00:11:15:22 27
I'm such a spoiled old biddy.
0210 00:11:18:05 00:11:19:10 27
Because your everything.

0211 00:11:26:13 00:11:27:21 27
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[ dont deserve you.
0212 00:11:29:19 00:11:32:09 27

[ got you a wee dress,
to give you a [ater.

0213 00:11:32:14 00:11:32:20 27
t’s red.
0214 00:11:32:24 00:11:34:14 27
[t's not even a bit burlesque.

0215 00:11:34:18 00:11:39:04 27
And, opera {ickets.

0216 00:11:39:21 00:11:41:01 27

You hate opera.

0217 00:11:42:23 00:11:44:01 27
Il bring my iPod.

0218 00:11:50:00 00:11:51:08 27

So, what's in the sandwiches?

0219 00:11:56:22 00:11:58:06 27
Ah, oh this is nice.

0220 00:11:58:21 00:11:59:12 27

Aye.
0221 00:12:05:20 00:12:06:23 27
And afterwards we can take
0222 00:12:07:02 00:12:08:02 27
a nice wee walk on the strand.

0223 00:12:08:18 00:12:10:05 27
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A, it always rains.

0224 00:12:10:18 00:12:12:13 27

Hey?

Do you net remember?
0225 00:12:12:24 00:12:14:19 27

Anytime we'd go and have
a walk on that beach,

0226 00:12:14:20 00:12:16:02 27
it would inevitably rain
0227 00:12:16:06 00:12:17:08 27
and we'd have to geft back in the car.
0228 00:12:17:16 00:12:18:22 27
Every single time.
0229 00:12:19:12 00:12:22:01 27
Sure, ft's grand today.
0230 00:12:23:07 00:12:24:07 27
Aye.
0231 00:12:26:23 00:12:29:11 27
| suppese | should give you your present.
0232 00:12:30:15 00:12:32:13 27
You've already given me the shirt.
0233 00:12:33:14 00:12:35:19 27
A, it's just a stupid wee thing really.
0234 00:12:36:08 00:12:37:18 27
t's something | made.

0235 00:12:38:16 00:12:41:07 27
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Welll, don't keep me
in suspence big girl.

0236 00:12:50:04 00:12:51:02 27
Slippers.
0237 00:12:51:06 00:12:52:07 27
Ruby slippers.
0238 00:12:54:03 00:12:55:15 27
Oh, new [ get fft.
0239 00:12:56:05 00:12:57:14 27

Like in the Wizard of Oz.
“Exactly.

0240 00:13:00:24 00:13:02:05 27
O, [ told you fit was stupid.
0241 00:13:03:10 00:13:05:02 27
Maybe [ was trying to eut-daft you.
0242 00:13:05:10 00:13:06:19 27
Huh, some chance.
0243 00:13:08:17 00:13:10:03 27
There's no place like home.
0244 00:13:10:07 00:13:11:16 27
Yes, okey, big joke.
0245 00:13:12:11 00:13:13:13 27
[ love them Rube.
0246 00:13:16:06 00:13:19:06 27

Here, do you mind the
time back in the "80s,

0247 00:13:19:12 00:13:22:16 27

24



one hot summer night we,
shuck in here and we did it,

0248 00:13:23:09 00:13:24:18 27
on that tombstene there.

0249 00:13:30:03 00:13:32:17 27

Jesus, please tell me that was us.

0250 00:13:33:16 00:13:34:23 27
Aye, that was us.
0251 00:13:35:23 00:13:36:23 27
Thank god.
0252 00:13:37:18 00:13:38:18 27
Here, do you think we should=-
0253 00:13:38:22 00:13:40:10 27
Absolutely noft.
0254 00:13:41:00 00:13:42:20 27
No, probably best.
0255 00:13:43:24 00:13:45:04 27
That was the start of my piles.
0256 00:13:45:09 00:13:46:02 27
(Himmn.
0257 00:14:00:24 00:14:02:15 27
Right, what about that walk?
0258 00:14:02:19 00:14:04:02 27
A, that'd be nice.

0259 00:14:05:09 00:14:09:04 27
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here.
<Ah, another day themn.

0260 00:14:13:00 00:14:15:13 27

“The lord is my
shepherd, | shall not wamnt.

0261 00:14:16:17 00:14:19:03 27

"in nettles of green
grass, he lets me lie.

0262 00:14:20:07 00:14:21:22 27
“through the waters repose he leads me.
0263 00:14:22:13 00:14:24:05 27
“There he revives my soul.
0264 00:14:25:09 00:14:27:08 27

“He guides me by="
Rulby.

0265 00:14:28:11 00:14:29:21 27

Why did you go and leave me?
0266 00:14:31:17 00:14:33:10 27

Why weuld you do a thing like that?

0267 00:14:39:05 00:14:40:23 27

Ah, Ruby leve, where are you?
0268 00:14:42:08 00:14:42:24 27

I'm here.
0269 00:14:45:10 00:14:46:06 27
Ruby.

0270 00:14:48:10 00:14:49:17 27

But, but you're==
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0271 00:14:51:22 00:14:55:06 27
No offfense, Ruby leve, but you're dead.
0272 00:14:56:02 00:14:58:15 27
No offfense, Len love, but se are you.
0273 00:14:59:03 00:15:01:12 27

You whatt?
4 went to years ago-.

0274 00:15:01:18 00:15:03:05 27
This is your funeral.
0275 00:15:03:10 00:15:04:17 27
I've been walting for you.
0276 00:15:07:19 00:15:12:01 27
Hely, well that's some development.
0277 00:15:16:17 00:15:18:02 27
Not a bad turnout.
0278 00:15:18:16 00:15:19:16 27
Mine was bigger.
0279 00:15:28:05 00:15:30:03 27
Wil they be all right?
0280 00:15:30:12 00:15:31:12 27
Of course they will.
0281 00:15:32:23 00:15:34:02 27
How about that walk now?
0282 00:15:57:22 00:15:59:18 27
That's some view, isn't it?

0283 00:16:00:12 00:16:01:20 27
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Best view in the world.
0284 00:16:11:09 00:16:12:18 27

So what do
you want for Christmas?

0285 00:16:13:04 00:16:15:16 27

From now omn, ['ll enly
get you what you ask for.

0286 00:16:16:05 00:16:18:09 27
How about peace and quiet then.
0287 00:16:19:03 00:16:19:21 27
[ can do that.
0288 00:16:22:23 00:16:23:23 27
What about harp lessons?
0289 00:16:24:02 00:16:26:01 27

Len.
=Serry Love.

0290 00:16:28:20 00:16:30:24 27

Hey, what was thaf box set
you wanted before you died?

0291 00:16:31:03 00:16:32:09 27
I'll bex you in @ minute.
0292 00:16:32:14 00:16:34:04 27
Do they even have DVD players?
0293 00:16:34:13 00:16:36:04 27

Oh, for erying eut loud.
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3. Greek Subtitles

Max Characters Per Line: 36
Frame Rate: 25 fps
TimeCode Format: 25 frames/sec
0001 00:00:25:11 00:00:27:08 27
Nev, apyite va mrapamden mrial
0002 00:00:28:20 00:00:31:18 27

=AN© &Va TPEA® TOU...
“Mnv xKpudwexeIrdc]

0003 00:00:31:24 00:00:33:12 27
KOUQOKOITW!
0004 00:00:35:04 00:00:38:07 27
TEva todi (EeAa...Ta TEdIA PoU TOVAVE...

0005 00:00:38:16 00:00:41:14 27

Zuyyv@un, aydmm,
aMNG Meeha va efvan GAa TEARIE.

0006 00:00:41:16 00:00:43:06 27
Efivan n) yioeTt) Uag, TNV TEAIK.
0007 00:00:43:15 00:00:45:17 27
Ag TEASIWVOUE, aV givai.

0008 00:00:45:20 00:00:47:02 27

Evrd&en, ouyyvaun ay&mrn).
0009 00:00:54:06 00:00:55:20 27

Noyi¢w 61 1o éomi&a word.
0010 00:00:55:23 00:00:57:00 27

MNa évoya Tou @goU...
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0011 00:00:57:10 00:01:00:10 27

Evrd&&ear, evrd&el, nogunoe.
EUEVA VA TO KEVW.

0012 00:01:00:13 00:01:01:23 27
Kahd, evré&er.
0013 00:01:04:15 00:01:08:08 27

KaAf) Ya¢ TUpAKOOTH) EMETEIOE YEUOU;,
Polym ayd&mn. Ti ASC;

0014 00:01:09:06 00:01:10:09 27
To fvan auTds;
0015 00:01:10:13 00:01:12:10 27
Me pag gfvar. Fia pva Kan yia ggva.
0016 00:01:12:11 00:01:13:14 27
Agv glivan TEAEIO;
0017 00:01:14:17 00:01:15:17 27
NAdxa xé&veig;
0018 00:01:15:21 00:01:17:04 27
MA&xa; Vi, Ox0-
0019 00:01:17:18 00:01:18:19 27
Agv " apéoer;
0020 00:01:18:21 00:01:20:18 27

TERaAa TOAME e,
VIQ V& TO ayepdaw.

0021 00:01:20:24 00:01:24:18 27

Mou effrarv T gfvan dpioTng TeIeTHTAL.

To EPoeg e THV AYATNUEVH Tou B&d.

0022 00:01:24:20 00:01:26:15 27
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Mou efrav @a kpaThierel Yia TravTd.
0023 00:01:32:00 00:01:33:07 27
TEvag Témog gfvanl
0024 00:01:34:01 00:01:35:01 27
To Trepliyevec; &;
0025 00:01:36:04 00:01:39:03 27

Oy, Neovapvr, TO WEPiyeva,
gfivan ) aifeeia.

0026 00:01:39:11 00:01:40:11 27
Nl
0027 00:01:40:21 00:01:42:08 27
Ti Teéyen pali oous;
0028 00:01:42:12 00:01:43:12 27
To &yve;
0029 00:01:43:13 00:01:44:13 27
Tdwog gfvai.
0030 00:01:45:08 00:01:48:05 27

Efivai N capakeoTt) EMETEIOE LA
Kan o Pou mHpeg &vav Td®eo.

0031 00:01:48:21 00:01:50:07 27
TEvav meAl wpdio Td®e.

0032 00:01:50:21 00:01:52:03 27
Zou apéoel edw. Kofral

0033 00:01:52:14 00:01:56:16 27

Ta Bouwvd, n) wapahia Tou TrEpTaToUoae,
N kaAdrepn O¢a oTOV KOTYO -
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0034 00:01:56:19 00:01:57:19 27
<
0035 00:01:59:01 00:02:00:14 27
Mag E@epa Kal THK=VIK.
0036 00:02:01:03 00:02:04:19 27

Tdwog givanl uropefig
va amreAayBdveic Tnv euhoynuévn T @&al

0037 00:02:04:22 00:02:06:19 27
TEAa Twpa PoeGymmr, To SOKIUATES KAV.

0038 00:02:07:05 00:02:08:17 27

OpfieTe. AoKiyact To.
0039 00:02:08:21 00:02:09:21 27

Tz
0040 00:02:11:07 00:02:13:04 27
Aa vanl MeAd wpaia efvai.

0041 00:02:14:23 00:02:16:19 27

Efvan kan TroAd Bolixd.
0042 00:02:16:23 00:02:20:00 27

Kaw...umropeic va Beig kai Ta Bouvd,
av yuplioeig Te ke®&il gou.

0043 00:02:20:01 00:02:21:14 27
Zwy VAV ePIGATN).
0044 00:02:22:22 00:02:27:03 27

Atrd 6N\a 7@ Louphd kan aiSideTike
OV &KAVEE AUTE Tal KEOVIA

0045 00:02:27:04 00:02:28:16 27

auTd kepditel To BpaBeio.
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0046 00:02:29:14 00:02:32:15 27

Oy, Oyl Aurty) T @oEd
gfpan woAd TPaKTIKOE.

0047 00:02:33:15 00:02:35:11 27

Ta YPIoTOUYEWIATIKA UAOHUaTa KARETE.

0048 00:02:35:15 00:02:38:01 27

THeeAa va ropeic va mrpoeTaredeaal,
OTav eyw @lyw.

0049 00:02:39:00 00:02:41:07 27
Ta pelya 1gpéddeUinE Via Ta 60 wou.
0050 00:02:41:08 00:02:43:16 27
&8 eTwPOUYA MTaV.
0051 00:02:43:22 00:02:45:17 27
DavéTav ToOAD e awA& fvregpver.
0052 00:02:46:01 00:02:47:13 27
MrpooTd oToug TavTes.
0053 00:02:49:14 00:02:52:21 27

To aonuévieo aTra®i
VIQ TNV TRIAKOCTT UAE ETETEIO-

0054 00:02:52:22 00:02:54:15 27
Zou GpeoaV ol TTOAEUITTES TOTE.

0055 00:02:56:07 00:02:59:06 27

TouNdyioToVv (TAV ATMUEVIO KAl OUOPDO-

0056 00:02:59:24 00:03:03:20 27

TEva kouud vexpoTa®eiou
TWE THETICETAN Y& TNV EMWETEIO LA

0057 00:03:04:06 00:03:08:04 27
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Zfiyoupa Oa uTrdpyel MIa ASYIK
Ka EKTANKTIKE ohvdeon HUQAS® GOU.

0058 00:03:10:08 00:03:11:21 27
Ta NouhoUdia gfvarn KOKKIVA.
0059 00:03:12:18 00:03:15:12 27

@a pmwopoloeg
va pou giyeg méper KOKKIVA TKOUNAEIKI

0060 00:03:15:18 00:03:17:01 27
M) évav KoAi&
0061 00:03:17:21 00:03:19:04 27
M) e kap®irea, SnACBH...
0062 00:03:19:21 00:03:21:15 27
=01 TiroTa UTrEPBONIKS, ATTAG. -
0063 00:03:22:14 00:03:23:14 27
00e QTN ..o
0064 00:03:24:08 00:03:25:16 27
- @MAG Kan wpeaia.
0065 00:03:26:24 00:03:29:12 27

&yel whdxa auro.
="MNxa”™ 1o Neg 8ol AUTO;

0066 00:03:29:13 00:03:31:16 27

Na pag @avrdleean
melauévoug Kai Bauuévous;

0067 00:03:32:11 00:03:34:06 27
F&pol YIvOuaeTe, Oy VEol, aydmrn).
0068 00:03:34:17 00:03:36:04 27

63 efijanl
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0069 00:03:36:13 00:03:38:00 27
Moté gfvan vapic.
0070 00:03:38:03 00:03:40:24 27

O waTgPag HOU EXACITE TOV TAPO TOU
oTav &yive oaedvrd.

0071 00:03:41:01 00:03:43:01 27
EKTTATTONAI € TOV TOVU.
0072 00:03:43:10 00:03:44:11 27
Eol va axole.
0073 00:03:44:12 00:03:47:12 27

TeuhdyioTov TO &KaVE Bwpo emeTeiou
o) YNTEDA TOU.

0074 00:03:48:12 00:03:50:12 27

O yrayTdKag Lou
gfixe oA eavTacia.

0075 00:03:50:24 00:03:53:11 27
K1 o0 &yeic urepBoNIK) @aVTATT.
0076 00:03:54:10 00:03:56:02 27
Ma Te ©@gd, NEoVaVT.
0077 00:03:58:00 00:03:59:08 27
Mia @opd uéve.
0078 00:04:00:04 00:04:01:04 27
ANACBI).e
0079 00:04:01:16 00:04:02:16 27
00oT©® TIKWIKoco

0080 00:04:04:01 00:04:05:01 27
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20 PA[©...
0081 00:04:05:12 00:04:06:17 27
2esKQAT) 1OEQ.
0082 00:04:07:22 00:04:09:09 27
ANNG ooV TE®O;
0083 00:04:11:00 00:04:12:11 27
NouiZa oou dpeoe eBw.
0084 00:04:12:20 00:04:14:20 27
Efixeg rer 6m feeieg va Oaereic edw.
0085 00:04:15:09 00:04:16:16 27
MéTe To eftra eyw aurd;
0086 00:04:16:23 00:04:17:23 27
Méve;
0087 00:04:18:06 00:04:19:24 27
AuacTav 19 vouitw.
0088 00:04:20:14 00:04:21:18 27
To QUdaL.
0089 00:04:22:13 00:04:24:11 27
THebaye edw ye To TAaTdKI TOU.
0090 00:04:25:24 00:04:27:20 27
Kéroayue g axpIiBwe aurd To ToldK
0091 00:04:28:11 00:04:33:03 27

xorrolioayue T dden Tou niiey,
xan gfmreg: "edw meemel va Ga@Tolye...

0092 00:04:33:22 00:04:36:24 27
==Y/ V& @yvavreGouye aur T @&a
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€I¢ TOUG AIWVAE TWY AIWVWV.
0093 00:04:37:14 00:04:38:24 27
THrav meAd poyavTIKO.
0094 00:04:39:08 00:04:40:12 27
Efxa evivmwoniaeTed.
0095 00:04:40:16 00:04:41:21 27
Me To Trard&KI Jous;
0096 00:04:42:17 00:04:44:08 27
Eyw TroT efiyar armrdiki.
0097 00:04:44:19 00:04:47:15 27

To pivi kotrep odnyoloes,
orav guelic Byafvayue pavreBol.

0098 00:04:47:16 00:04:48:24 27
Navre? Triyaue U aurd.
0099 00:04:51:05 00:04:53:06 27
H Nr&ign MaxiBep efye &va mrarmdiii.
0100 00:04:54:02 00:04:57:16 27

@uudean Tnv NT&ig,
oV Bydivare uall v euéva;

0101 00:04:57:21 00:05:00:11 27
H MexfiBep mrou &fye uaAii KAGouV.
0102 00:05:01:07 00:05:02:10 27
Tn Cuudean;
0103 00:05:03:15 00:05:04:20 27
To; Vylly BEVeee

0104 00:05:10:01 00:05:11:01 27
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FauwTe.
0105 00:05:12:14 00:05:17:21 27

NVoTe YONE IOV AYOPATEE TOV TEMoe
xké&mreiag GANNE Yia TNV EMETEIO L.

0106 00:05:18:13 00:05:19:13 27
Oyl
0107 00:05:19:23 00:05:21:07 27
Kéroe va oou g€nyiowl
0108 00:05:21:12 00:05:23:09 27
Baexd efvan aeTeio aurod.
0109 00:05:23:15 00:05:26:19 27

“Ba To yehdye yebadlpio.
Npeomaleic Svrwe va Y& TANYWoeIS;

0110 00:05:27:09 00:05:28:22 27
MNpoowa®w va g kKEvw Kaeolduev).

0111 00:05:28:24 00:05:32:03 27

=To mpoeTadeic ywpic xauia emmuyfia.

=TOUAGIOTOV EYW TROCTTA®W.
0112 00:05:34:24 00:05:37:04 27

Podprmr, TO EWOOUTA &To1.
0113 00:05:38:20 00:05:40:04 27

Polym, éAa Triow, Jwed Leu.
0114 00:05:40:09 00:05:43:05 27

40 ywedvia Tpéhag efvan apreTd.
0115 00:05:43:16 00:05:44:16 27

PoGumml

0116 00:05:45:10 00:05:46:16 27
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Méw va Ga@Tw.
0117 00:05:50:09 00:05:51:09 27
PoeGumml

0118 00:05:51:24 00:05:54:19 27

U@,

INTW CUYYVWIN, TUYXWRETTE [Ie-

0119 00:05:55:03 00:05:56:03 27
PoGumml
0120 00:06:26:15 00:06:27:15 27
Poelumr.
0121 00:06:28:01 00:06:30:09 27
Nev, &oeg e oTnV Nouyia uou.
0122 00:06:31:03 00:06:32:12 27
Zoog, [N Qwvales.
0123 00:06:32:15 00:06:34:18 27
T Geg; gfvan xkavelc edw.
0124 00:06:36:22 00:06:38:14 27
MNa évoua Tou @goll
0125 00:06:48:17 00:06:50:04 27
TN va @EWE TO TK=VIK.
0126 00:06:50:08 00:06:52:15 27
Na B&ASIE TO TWIK-VIK GTOV-..
0127 00:06:53:10 00:06:54:10 27
+:-TNTTVO TOU,

0128 00:06:55:19 00:06:57:18 27
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™ méve eoa’ Te e THV MexiBep.
0129 00:06:59:03 00:07:00:10 27
TEAa Twpd, Polyrmrr.
0130 00:07:00:22 00:07:02:24 27
Mé&ve réve 40 yedévIid.
0131 00:07:03:17 00:07:06:11 27
Autiv @aiveran V& TEDTETAl OUWEC.
0132 00:07:07:19 00:07:10:00 27

Me aurf)v B&AeIg
va rePdeelg TNV AIWVIOTHTA.

0133 00:07:10:21 00:07:12:20 27
"Na ayvavrebouue ) 8den Tou nAieu™.
0134 00:07:15:03 00:07:17:12 27
MNéceg GAEE Evgpeg eBw, TEAog TEvTwV;
0135 00:07:18:03 00:07:20:22 27

féepa 6T Hoowv T6C YUVAIKES,
oTaVv HETOWV VEOG.

0136 00:07:21:16 00:07:22:16 27
AUouV.
0137 00:07:22:19 00:07:23:19 27
ANHBeI.
0138 00:07:24:00 00:07:26:17 27
TEva amAé® NBog &xava, EmEIBI)...
0139 00:07:27:01 00:07:31:03 27

iy xeaTdg TOV TAPOUAN cou
via Thv Nré&iln MexiBep;

0140 00:07:31:22 00:07:35:05 27
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Efjuan efyoupn 6T wowden
va Garel exel pali cou.

0141 00:07:36:03 00:07:38:07 27
Nouitw mWEIV Afya xedévia.
0142 00:07:39:21 00:07:41:16 27
Eweoe TO TATdXI THS;
0143 00:07:44:19 00:07:46:06 27
Auré gfvan NMyo kaxd.
0144 00:07:47:19 00:07:50:04 27

TO MoTElw KaV
O xévoue TETold CUIRTREM.

0145 00:07:50:20 00:07:52:01 27
Efival goupeaNoTIK.
0146 00:07:53:03 00:07:57:16 27

Evw &fijyan pepdwyévn ealh révra
ue xéveig va aioldveuan TrAAABM-

0147 00:07:58:07 00:07:59:07 27
ZUYYVGpn ayérmn.
0148 00:07:59:12 00:08:02:15 27
Zav va gfjuan pia Bapert) TaNioeTeiyyAd.
0149 00:08:03:20 00:08:05:05 27
Oy, glorat...
0150 00:08:12:17 00:08:15:03 27

MNpoomwaleig TéTe TOAY
va xdvelig To oweTd, Agv

0151 00:08:15:22 00:08:17:08 27

TOU BAETTEIE KAV OTl...
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0152 00:08:17:18 00:08:19:16 27

-::08V TAl XEEIGLOUAI OAI AUTE T...

0153 00:08:21:16 00:08:22:19 27
©&ha arAd:...

0154 00:08:22:20 00:08:23:20 27

To &pw.
0155 00:08:24:19 00:08:25:19 27

To &pw.
0156 00:08:25:21 00:08:27:05 27

Effuan xalog, Pelymi.

0157 00:08:27:11 00:08:29:21 27

o' a&itw ka1 woTE o’ &&1Ld...

0158 00:08:30:01 00:08:31:02 27
Mé&ue Tl
0159 00:08:31:10 00:08:34:02 27

&yel va xdven pe o T agiceg,
oraydra mial

0160 00:08:34:08 00:08:35:15 27
Oxé1, ouyyvwunl
0161 00:08:35:23 00:08:38:11 27
Bpliokw Bixaioloyieg, OUwWEC.
0162 00:08:39:20 00:08:43:21 27

M&iAov Buudueuv 6T fHoouv ead,
emedn Oa NeeAa va Hoouv ead.

0163 00:08:44:13 00:08:45:23 27

MNévra el Hoeuwv.
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0164 00:08:47:04 00:08:49:21 27

ATrd TOTE TTOU fUACTAV MIKESE
TXONIKS Aewpopeio

0165 00:08:50:08 00:08:52:09 27
NoeuV TOCO OUEP®N KAl EVTUTWOIAKH.
0166 00:08:52:20 00:08:54:15 27
H vriBa, wpoTeoTdVTITTa KOTIEA.

0167 00:08:55:07 00:08:57:21 27

Eyw fueuv &vag KeoUAne
OV TEPVOUTE ATEATHONTOg

0168 00:08:57:24 00:08:59:17 27
KAl ETEVA ¢oTava e TiroTa.
0169 00:09:01:10 00:09:04:08 27
Amrodoioa TWE @V YToeoliod VA @ &Y.
0170 00:09:05:11 00:09:08:23 27

---0a TPocTaloloa va og k&vw yapolyevn
VIQ TO UTTOAOITTO TNE LWiE UOU.

0171 00:09:10:19 00:09:12:19 27
[Ké&Be pépa Oa éxava Ta wévra
0172 00:09:13:02 00:09:16:04 27

VIQ VA QEOVTITW
va gfivan n) xé@e uépa cou Biairepn.

0173 00:09:18:12 00:09:20:14 27
AuTé ofyoupa To KATAPEPES.
0174 00:09:21:01 00:09:22:01 27
Kan va...

0175 00:09:22:05 00:09:24:16 27
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TWPEA MOV TO TREDTOIAN,
Arav Yadr) n 18éa gou

0176 00:09:25:17 00:09:27:07 27
QRGN K Yia Ta oTEAVTAD LOU.
0177 00:09:28:22 00:09:32:08 27

ANNG UTroPW A&
va & QAVTACTW UAKEIE Tou.

0178 00:09:35:04 00:09:37:02 27
MoV éxeig kdmoie Bikio.
0179 00:09:37:12 00:09:38:12 27
ANACBI).e
0180 00:09:39:15 00:09:43:23 27

Md&iAoV efvan Aeyikd
Va TO TREGTOPATTE GTNV NAIKIA L.

0181 00:09:44:16 00:09:46:03 27

Effivan TpouakTik® Va Yepvdac.
0182 00:09:46:17 00:09:48:05 27

AUT® EIVATTES TO.
0183 00:09:48:20 00:09:49:20 27
Mmnwvi

0184 00:09:51:21 00:09:53:08 27

Ta madi& PeydAweaV mid.
0185 00:09:53:11 00:09:55:05 27

uag yxoeeidlovran wAEoV.
0186 00:09:56:07 00:10:00:18 27

Mepixég ®opég gfvan va GTEKETAN
oV dxen Mg Pey&AnE Telmag Kal...
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0187 00:10:02:00 00:10:03:22 27
Mepikéc @opég To cuvaic®nua EmyEvel
0188 00:10:03:24 00:10:05:04 27
KA @TNY TEAIKoco
0189 00:10:05:11 00:10:07:01 27
«=s[IEVOUR TTEVTa UOVEI.

0190 00:10:08:18 00:10:10:23 27

V' apéoel va WAdw yi°' aurd.
0191 00:10:11:15 00:10:13:15 27

To uéve o g KEVeEl EUTUYM...
0192 00:10:14:15 00:10:16:19 27

---EfVan va o gfioan SirAa pou.
0193 00:10:18:00 00:10:19:14 27
Kan 6T g 100 ypévia

0194 00:10:20:03 00:10:23:13 27

xké&moia waiBid Oa &plouv eBw
€ T& IMTEUEVA TrATIVIQ TOUE

0195 00:10:23:19 00:10:25:20 27

xan Oa Selve
O eBW UTMPXE &va LeuyapdiK

0196 00:10:25:23 00:10:27:15 27
OV Te gNeyav Pelutm kai AZovavT
0197 00:10:27:20 00:10:29:20 27
xan Oa avapwTielvTal Trwe Va fUdoTay
0198 00:10:30:14 00:10:31:23 27

XAl @V HUACTAV Xapoljeverl
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0199 00:10:32:12 00:10:34:03 27
K @V UACTAV EOWTEUUEVOIL.

0200 00:10:35:20 00:10:37:02 27

THyaeTav yapelyever;
0201 00:10:40:12 00:10:41:15 27

THyaoTawv.

0202 00:10:43:20 00:10:45:09 27

THydeoTaV ERuTEUNEVEI:;
0203 00:10:48:12 00:10:50:19 27

KAl Va UnV [OeA.
0204 00:11:05:15 00:11:06:22 27

fuouwv vriBa.

0205 00:11:07:01 00:11:09:08 27

THoouv Niydx WWVIGUEVR), L€ TO KANS.

0206 00:11:11:06 00:11:12:23 27
Merrf e avéyeomai;

0207 00:11:13:13 00:11:16:00 27

Effuan W kaKOUAGNUEVN) UTTAUTTEYI.

0208 00:11:18:08 00:11:19:22 27

e efoa ra wévra.
0209 00:11:26:11 00:11:28:03 27

B, uou a&fiCeic.
0210 00:11:29:19 00:11:32:15 27

Zou TP &va GOPENATAIXI,
VI V& 0OV TO BWow PETd.
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0211 00:11:32:18 00:11:34:18 27
Efvan xOxxive kai XKa®ohou Eeraimrwro.
0212 00:11:34:22 00:11:35:23 27
Ka...
0213 00:11:38:03 00:11:39:12 27
EITITHPIA VI& GTrEOA.

0214 00:11:39:20 00:11:41:14 27
Mt o" APéTel ) OePa.

0215 00:11:42:24 00:11:44:18 27
@a Ta AXOUOTIKG WOU.

0216 00:11:50:01 00:11:51:23 27
Ta odvTouITg T1 EXOUV IEod;

0217 00:11:56:24 00:11:58:04 27

Autd gfvar.
0218 00:12:05:20 00:12:08:14 27

Kan perd ymropoeliye
va wéye BeAtolha oTnv Tapaiia.

0219 00:12:08:16 00:12:09:24 27
Mévra Bpéyel.

0220 00:12:10:14 00:12:11:14 27

E;
0221 00:12:11:16 00:12:12:21 27
Agv Quydoan;

0222 00:12:12:23 00:12:15:24 27

K&Be @opd wov whyaivaue yia BOATa
QuTiV TV TTapaiia &Bpexe
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0223 00:12:16:02 00:12:17:20 27
Kan EmpeTe Va yupicoouys AUEEr.
0224 00:12:17:24 00:12:19:14 27
KéBe pa xde @opd.
0225 00:12:21:01 00:12:22:16 27
Zhuepa efvan Gauudena.
0226 00:12:26:21 00:12:29:08 27
Ag ToU BewW Ki EYW TO WO LOU.
0227 00:12:31:01 00:12:32:24 27
Mov édwereg fdn TNV UrAelld.
0228 00:12:33:10 00:12:35:21 27
gfivan kdm, pia yaloudpa efvai.
0229 00:12:36:07 00:12:37:16 27
K& rou é¢oTiaga.
0230 00:12:38:23 00:12:41:08 27
Mnv ye aefvelg oe avauuéva kdpBouval
0231 00:12:50:04 00:12:51:04 27
Mavrépies;
0232 00:12:51:06 00:12:52:18 27
KOKKIVES TIAVTODNEE.
0233 00:12:54:19 00:12:56:01 27
Twea Te "MaTd.
0234 00:12:56:07 00:12:57:24 27
Zav Tov Mdyo Tou OT.

0235 00:13:00:23 00:13:02:14 27
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Zou effrar & frev Kalo.
0236 00:13:03:04 00:13:05:11 27
Towg mpoowaloldoa va Eemepdow eotva.
0237 00:13:05:19 00:13:07:04 27
Mov rérolia TdyYm.
0238 00:13:08:16 00:13:10:09 27
T You emT&KI You.
0239 00:13:10:16 00:13:11:23 27
Nai, ka6 aoTefo.
0240 00:13:12:11 00:13:14:00 27
Ta Nrpewa, Polymml
0241 00:13:17:11 00:13:19:14 27
GOuudean eIV TOME Yedvia
0242 00:13:19:17 00:13:22:23 27

MOV [Id MEPa Te KaAokalpn
Nelaue kKpued edw, Kal To KEVAUE

0243 00:13:23:09 00:13:24:21 27
TEVW GTNV TADGOTTAKA.
0244 00:13:30:03 00:13:31:05 27
Navayid you.
0245 00:13:31:12 00:13:33:06 27
Meg pou 6T NHUaeTaV gyefic.
0246 00:13:34:01 00:13:35:11 27
Euefc fHuacrav.
0247 00:13:36:02 00:13:37:02 27

XploTé Jou.
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0248 00:13:37:20 00:13:39:24 27

=l NEG V...
=“AtmroxA&ieranl

0249 00:13:41:20 00:13:43:02 27
Kahdrepa Ox.
0250 00:13:43:22 00:13:46:03 27
TEron ExivoaV ol AIJoPPOIGEE LOU.
0251 00:14:00:24 00:14:04:12 27

“Qpafia. Ti Aeg va Trdue BOATas;
Dpaia Ga frav.

0252 00:14:05:21 00:14:06:21 27
Na "yacTte.
0253 00:14:07:21 00:14:09:06 27
AN (e pEPa.
0254 00:14:13:04 00:14:18:10 27

Avémraueoev, © @edg ToOV SolAéV gou,
xail kardragov atrov &v Mapadeiew...

0255 00:14:26:13 00:14:27:16 27
Ay, Pelumml
0256 00:14:28:12 00:14:30:00 27
el we doneeg woves

0257 00:14:31:18 00:14:33:19 27

Mer va pou Te kévelg aurd;
0258 00:14:39:05 00:14:41:07 27

Polyrmm, aydmrn, ol eicai;

0259 00:14:42:08 00:14:43:11 27
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Edw efjai.
0260 00:14:45:10 00:14:46:10 27
PoGumml
0261 00:14:48:11 00:14:49:14 27
Ma gioai...

0262 00:14:51:22 00:14:53:17 27

CéAw va o8 TTANYWETW QY&

0263 00:14:53:21 00:14:55:04 27
--AANG &yelg eddver.
0264 00:14:56:01 00:14:58:17 27

GEAw va o€ TTARYWow ayEmrn),
AA\& K1 €00 To [B10.

0265 00:14:59:03 00:15:00:03 27
To rpdyas;
0266 00:15:00:07 00:15:03:02 27

Eyw é¢ouya Treiv Xeévid.
Aur) gfvan n) Bikf) cou xndefa.

0267 00:15:03:09 00:15:04:14 27

Ze meplyeva.
0268 00:15:07:21 00:15:09:01 27

TEAa XpIoTE. ..
0269 00:15:10:19 00:15:12:07 27

Koffra g€&NiEml
0270 00:15:16:20 00:15:18:07 27

Redav xai Afyol.

0271 00:15:18:16 00:15:20:10 27
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Euéva fobav wepioadrepol.

0272 00:15:28:08 00:15:29:20 27
@a gfvan evrd&er;
0273 00:15:30:13 00:15:32:00 27
Duokd xa Oa iva.

0274 00:15:32:22 00:15:34:13 27

T Aeg va diue BOATE TwEa;
0275 00:15:42:07 00:15:43:15 27

POYMII.
0276 00:15:58:04 00:15:59:11 27
Kofra @&, &:
0277 00:16:00:16 00:16:02:12 27
H xaAlrepn oTov KOGUO-
0278 00:16:11:11 00:16:13:03 27
Me Ta Xpiorobyevwa T Oa fHeeiec;

0279 00:16:13:07 00:16:15:18 27

270 &8s,
oou Tafipvw Péve é,T Hou Znrde.

0280 00:16:16:06 00:16:18:14 27
TéTe T Aeg Vi Afym meeufas;
0281 00:16:19:03 00:16:20:11 27
AUTS TO "{W-.
0282 00:16:22:24 00:16:25:01 27

Ma®fuara demag;
=Ay Boe Aevl

0283 00:16:25:06 00:16:26:14 27



ZUYYVEUN @yETrn).
0284 00:16:28:17 00:16:31:05 27

[Ki exefvo 1o KOUTIQWV
wov feeAeg eIV weddvelg;

0285 00:16:31:07 00:16:32:20 27
@a ot kKiglow eyw og kourtl
0286 00:16:32:24 00:16:34:11 27
TExouv kav DVD players;
0287 00:16:35:01 00:16:36:18 27
MNa évoua Tou @goll
0288 00:16:53:10 00:16:56:07 27
ZENAPIO KAI ZKHNOGEZIA: MIKAEA KPEMK
0289 00:16:58:12 00:17:00:04 27
MAPAFQFH: AATAM KPEFK
0290 00:17:02:01 00:17:04:06 27
MAPAFQIH: NTEIMON KOYIN
0291 00:17:06:18 00:17:09:12 27
AIEYOYNEH @QTOMMPADIAL: TZIM KPEMK
0292 00:17:11:10 00:17:13:04 27
MONTAZ: ZTIB XANAI
0293 00:17:15:09 00:17:17:13 27
ENAYMATOAOITA: POY® XANTEP
0294 00:17:19:16 00:17:21:18 27
AIZOHTIKH: BAAERPI MMATAEP
0295 00:17:24:11 00:17:26:11 27

MOYEIKH: NTEBNT FKEPA®I
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4. Analysis of the Original Film

The same person happens to be director and screenwriter of the short film: Michael
Creagh. He was born and raised in Northern Ireland and after twenty years of working
on the field of advertisement, he gradually turned to the Film and TV industry. Aside
from Ruby, former productions of his include the documentary Titanic: A Legend Born
in Belfast (2012) and another short film movie The Crush (2009) for which he became
well-known, since it garnered various awards from film festivals (sdgi.ie). His

production seems to be ranging in the subject field of social issues.

The short movie in question was completed and distributed in 2018 by Network
Ireland Television (NITV). It was also projected in a lot of film festivals, whereof it
garnered awards. The subject field of the sixteen-minute-long movie is social-
biosophical: it is concerned with “life, love, anniversaries and strange gifts” as
indicated by the secondary title of the movie (networkirelandtelevision.com, 2022).
The movie is, hence, dramatic, although it includes plenty of comical hues. Being shoot
in Northern Ireland and by and for (a) Northern Irelander(s), the film contains some
local cultural references. It is a dialogue-based film, i.e. its plot is heavily dependent
on verbal narration transferred by dialogues. The changes of scenes are few and the
camera usually follows a ‘shot-reverse-shot sequencing’ of close-ups to demonstrate

the dynamics of conversation (Zoe de Linde and Neil Kay, 1999: 31).

The movie starts in media res with a couple in a graveyard. The unfolding of the
plot revolves around the concept of a couple celebrating the ‘Ruby anniversary’. With
this as a background, the topic of the movie diverges and shifts to life matters in
connection with love. The movie follows the usual exposition-climax-denouement
structure of plot, with the climax being the couple’s fight and the denouement their
reconciliation. The narration of the text is mainly based on the dialogue between the
couple, as mentioned. The style of their dialogue is simple and casual and the register

is informal/intimate (Newmark, 1988:14). As a result, the dialogue of the couple
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exemplifies a spontaneous and interpersonal oral speech sample. Finally, the text type

of the original is ‘expressive’ (Reiss gtd. in Nord, 2014: 92).

5. Analysis of the Subtitles

Taking as an example Nord’s model of the skopos theory (2014), viewership and
aim were analysed before starting the actual subtitling. The aim of the translation is
equivalence with the original text, unless some adaptations need be made to ensure

the target viewership’s (TV) understanding.

The TV is deemed to be the same as the supposed Source Viewership (SV); namely
mainly middle-aged people, as are the two protagonists, for reasons of self-
identification with the subjects of the film. Aside from that, the viewership would
possibly comprise people of all genders speaking the Greek language. Thus, the
average viewer is considered to carry cultural knowledge pertaining of their own
generation, display a mild tolerance to cultural differences, and a middle to low level
of English knowledge (as happens to be the usual case with older generations in
Greece). Most middle-aged people in Greece are also expected to be slower at reading
subtitles, both because of the lower rate of literacy, when compared with today’s
younger generations, and because of being used to more convenient subtitling norms
in the past. As Bogucki says: “What used to be a hard and fast rule (one subtitle per
one screenshot) has gone with the ever-increasing pace of action in modern film

productions.” (2004).

Methods to tackle this issue —but also in general cases of subtitling— include
following the SBS Style Guide 2000 on how to divide the units of language (qtd. in
Bogucki, 2004), the characters per line (38 instead of 40), and simplified syntax
structure. Evidently, “the simpler and more commonly used the syntactic structure of
a subtitle, the least effort needed to decipher its meaning” (Georgakopoulou,

2009:23) and so do proper line breaks (Georgakopoulou, 2009).

Simple syntax structure also serves to the formation of an illusionary written oral
speech. “What singles out the linguistic code in audiovisual texts is that in films [...] we

are faced with a written text that has to appear oral and spontaneous” (Chaume,
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2004:17). Oral speech is one part of the whole unit, aside from sound and images e.g.,
comprising a filmic product. The success of films, and by extension of cinema, lies in
the perception of this whole constructed unit of illusions as a reality. Metz states: “In
the cinema the subject’s knowledge [...] is dual. | know | am perceiving something
imaginary [...] it is in me that it [this perceived-imaginary material] forms up into an
organised sequence” (1982:48). Hence, if a subtitle is to be successful, it needs to add
to the constructed illusion of the film, which in this case translates as creating as much

of an oral and spontaneous written speech as possible.

Another factor needed to be taken into consideration which affects the render of
the ST is the genre of the film. The one in question is a drama-comedy concerned with
social-biosophical topics, as already mentioned. Kostopoulou highlights the
importance of a movie genre when translating it and states that, since in a social-
content movie dialogues comprise a core element of it, subtitles need to be more
extensive and succinct (2006). Similarly, Georgakopoulou states: “when important
information is not in the images but in the soundtrack, subtitlers should produce the
fullest subtitles possible, to ensure that the viewers are not left behind” (2009:23),

which applies greatly to the dialogue-based film examined.

Concerning the translation strategies followed, these stem from the aim of the
translation as stated above. Since the function of the TT is intended to be the same as
the ST, that means that the same expressive value of the Source Culture (SC) should,
ideally, be transferred to the Target Culture (TC). This, inevitably calls for some cultural
adaptation in some cases. Hence, the main translation strategy applied here was that
of domestication and in more rare cases, that of foreignization (Venuti, 2000). This is,

to an extent, in accordance with Gouleti’s opinion:

O umno[t]itAtotric kaAeital [va] emteAéoel uia «mpaén efioopponnanc» (Gottlieb:
1998) kavw¢ da mpénel va Bpel ula Loop[plomia avaueco otnV EMAPKELA TNG
UETA@paonc o€ oxéan ue to KM kat tnv anodeéluotnta Tou UETAPPATUATOC ATTO
tov moAttioud aiéewg. [The subtitler is required to perform an “act of
counterbalance” (Gottlieb: 1998) since they will have to find a balance between the
translation adequacy in relation to the ST and the acceptability of the translation
by the source culture] (2006:7).
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6. Specific Subtitling Problems

6.1. Cultural References

The present section analyses specific subtitling related problems and the strategies

employed to tackle them.

Beginning with the title of the movie, it is a mere name and following Diaz Cintas’
typology, in this case, the title is not transliterated, but simply transferred as such (qgtd.

in Kostopoulou, 2006).

What might have been the most central issue of this subtitling project, is the Ruby
Anniversary concept, which is also the excuse of the plot of the movie. It is a cultural
celebration which takes place in some English-speaking parts of the world. It marks
the 40™ wedding anniversary of a couple, and ruby, the red gem, serves as a symbol
of this enduring, passionate wedding. Hence, at this day the gifts interchanged include
ruby as a material, or alternatively, something reminiscent of it. In any case, something
red. ‘Ruby’ also happens to be the name of one of the two protagonists, which is why
Leon feels an additional load of wanting “it all to be perfect [...] it's [her] namesake

III

anniversary, afterall”. As Gouleti mentions, it is the microcosm of the movie plot and
the overall cultural reality creating its point of reference that form the situational

environment in subtitling (2006).

Another element binding this celebration with the overall plot are icons transferred
through the visual channel. At 03:09 Leon points at some red flowers and says: “The
flowers are red” and at 12:28-13:14 Ruby gifts Leon with specifically “ruby slippers”
for their anniversary. “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”, says Chaume (2004:19). Now, in the Greek target culture
there is no such cultural celebration as the Ruby Anniversary. In a standard translation
between two written texts there would perhaps be some margin for explaining this
culture-bound celebration, but a subtitler does not have the luxury of using footnotes
nor that of introductory comments to illustrate an unknown concept or a cultural
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practice (Gouleti, 2006). When faced with cultural norms, traditions and institutions,
the main concern of the subtitler would not usually be to achieve a literal translation
of every spoken word, “but (s)he will be mostly guided by the intention of what the
speaker wants to say, by editorial choices and content-related judgments” (Zojer,

2011:405).

Guided by these factors, what is exploited is the same value attributed, in both
source and target cultures, to the wedding anniversary celebration and the symbolic-
semantic load the colour red carries with it, which is afterall, evident in the phrase: “—
What has a cemetery plot got to do with a ruby anniversary?” —“The flowers are red”.
Hence it is best deemed to keep the coherence between the visual and the linguistic
sign by exploiting the colour red as the carrier of a similar semantic and connotational
load with the ruby stone. Thus ‘ruby anniversary’ is just translated as ‘emételoc yapou’

and ‘ruby’ as ‘KOKKLVO'.

Again on the notion of cultural celebrations, another celebration of that type is
mentioned, namely the silver, which instead of the forty, celebrates the twenty-five
years of marriage. Neither this is included in the TT culture. What is different this time,
is that there is no visual sign binding the subtitles to the image. Only the word “silver”
is heard pretty clearly and “subtitling, where comparison of the original and the
translation is immediate as long as the viewer has a working command of the source
language, is continually subject to unprofessional 'quality assessment'.” (Bogucki,

2004), while a subtitler has the average viewer in mind when asked to take a decision

(Gouleti, 2006).

Taking into consideration the factors mentioned above and the TV, it can be
inferred that there is room for some alteration of the original scripted dialogue in
favour of the coherence of the plot. Thus, using as a pretext the contextual humorous
conversation about gifts and the traits of the characters as presented in the film, it is
chosen to formulate differently the original utterances, in order to avoid the viewer’s
distraction, while at the same time building on the humorous conversation, character
development, and keeping the translation of the word “silver” which is clearly heard
and possibly understood by even the average receptor in question. e.g. “At least it had
the virtue of actually being silver”="” TouAdylotov tav acnuévio kat épopdo.” and
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“the claymore sword for our silver” = “To acnuévio omabi yla TNV TPLAKOOTH UG

emneteo.”

6.2. Spatiotemporal Constraints

Very often there was a need to condense the original utterance to fewer words to
match the strict margins of time allowed for subtitling. One example is the following:
“A fella said it was top quality. Lovely, soft spot with your favourite view” - “Mou
elmav ot elval aplotng molotntag. To HEPOG UE TNV ayamnuévn ocou B€a.” According
to studies conducted for this specific reason “At present, the minimum number of
frames between subtitles is four [...] A single subtitle must remain on screen for at
least twenty frames, enough for monosyllables to be read and comprehended by most
literate members of the viewership.” (Bogucki, 2004). These allow the viewer to view
the film with the least enjoyment reduction possible. Since the viewer of a subtitled
product needs to split their attention to at least two different types of information:
the action on the screen, and the subtitles, it makes it more difficult for them to sit
back and enjoy the product (Georgakopoulou, 2009). Thus, only the core meaning and
not a specific sequence of words can be preserved in a strictly timed transferring of
information; unless there is a situational context that demands another method be

followed.

Under a similar scope, at 14:12-14:27 there is an introductory scene of the funeral
of Leonard. Here the original, probably protestant, psalm is altered to its respective
orthodox for the TV to better understand the sudden change of scene. Nevertheless,
only one line is transferred, indicatively of the funeral environment, and the rest is left
untranslated since it is regarded as an unnecessary element to the plot and, by
extension, an additional load to the viewer. Finally, at 14:54 there is a sign indicating
us the tombstone of Rouby’s funeral. At the same time Leonard is informing us about
it orally. Here we have what Baker calls ‘intersemiotic redundancy’ of the ‘verbal
auditory’ and ‘verbal visual’ channel (qtd. in Bogucki, 2004). Since time and space
constraints prohibit the transfer of both, and since there is no use in the first place,
only the verbal auditory is being subtitled, leaving the verbal visual to act as a service

to the former.
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There are cases where the image/sound should speak instead of the translated
subtitles. Georgakopoulou mentions, indicatively, that “aspects of interpersonal
communication may be found in intonation, rhythm and the facial and kinesic
movements that accompany the dialogue which are, to an extent, universal”
(2009:25), and Diaz Cintas stresses the semiotic contribution of the image, which on
many occasions is actually prioritised over the word and facilitates the transfer of
humour (2001). At 01:39-01:40 Leonard is demonstratively happy with Ruby’s
response and that is transmitted by the visual input (his extravagant kinesic
movements), by the non-verbal auditory (prosodiac signs) and the verbal auditory
(repetition of the word ‘yes’). The comical hue here lies on the visual overacting of the
actor, which is where all the communicative force of a joke may lie (Diaz Cintas, 2001),
and on his oblivion as to how his wife perceives him oppositely from what he thinks.
In this case, subtitles play a supplementary to null role, in comparison to other
semiotic dimensions, so Leonard’s repetition of the same word is conveyed in the

visual verbal channel as merely “Na!”.

As mentioned before, the preservation of the oral characteristics of a dialogue to

the written speech in subtitles is of high significance. Gouleti warns that:

Even if it's impossible to keep all the prosodiac signs and the connotational
references, the feeling or the illusion of orality has to be preserved contributing in
that way to the unhindered flow and naturalness of reading] (2006:4) [in Greek, my

translation]

To achieve this, some techniques are employed. For example, by keeping fixed popular
expressions “this has to take the biscuit” = “oautd kepbilel 1o PpaPeio”, by
transferring the prosodiac signs and verisimilitude of oral speech through the use of
thematic sentence structure, i.e. shifts in theme-rheme structures in the TT (e.g.
“Tadog eival”, “Ecl dev pou ailelg”), by ellipses techniques, e.g. «—Koita 8¢a, €; — H

KaAUTepn otov KOopo. » some degree of coherence and orality is kept.

“I was a wee skithery Fenian from the Morgan side”. This sentence is overflowing
with culturally bound messages, yet within such a short space and time. One would

need a lot of asterisks to illustrate to a foreign culture the cultural-historical aspects
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hinting to the revolution against the English dominion. Thus these messages are once
more eliminated to give space to some generalised, domesticating rendering, in order
to make the product accessible and enjoyable to the TV (“Eyw iuouv évag uikpoUANG

TIOU TIEPVOUCE amapatipntog”).

7. Conclusion

Under the light of the above, it becomes clear that it's unavoidable to alter the
original dialogue in subtitling, as is also the case in many other translational activities;
this is due to the fact that the different cultural backgrounds of the source and target
viewers, as well as the inevitable spatiotemporal constraints do not allow for a word-
to-word translation. Lastly, during the course of the subtitling of the short film Ruby,
the importance of the non-verbal visual and auditory signs was made clear, as was the
need to preserve them or delete them with a view to achieving a comprehensive and

enjoyable viewing effect.
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