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TNV ONMTIKOAKOUOTIKN HeTadpacn Kol £xel BpaBeutel yia Tn cUPPBOAR TOU OE QUTAV
(Berlanga Award, ATRAE Xénia Martinez Award).



MpwTtoTUTO

TRANSLATION AND ENTERNAINMENT
The turn of audiovisual translation

New audiences and new technologies

Frederic Chaume

Audiovisual translation is an academic term that covers both well-established and
new ground-breaking linguistic and semiotic transfers like dubbing, subtitling,
surtitling, respeaking, audiosubtitling, voice-over, simultaneous interpreting at film
festivals, free-commentary and goblin translation, subtitling for the deaf and the
hard of hearing, audiodescription, fansubbing and fandubbing. This article presents a
classification of audiovisual translation modes or types, and discusses some
interesting developments in the audiovisual translation market at the beginning of
this new century. Dubbing countries are moving towards subtitling, subtitling
countries are beginning to dub, voice-over countries are shifting towards dubbing
and subtitling, while voice-over is moving into dubbing and subtitling countries and
gaining ground with younger audiences.

Keywords: audiovisual translation, dubbing, subtitling, fandubbing, fansubbing,
audiodescription, voice-over

The scope of audiovisual translation

Audiovisual translation is a mode of translation characterised by the transfer of
audiovisual texts either interlingually or intralingually. As their name suggests,
audiovisual texts provide (translatable) information through two channels of



communication that simultaneously convey codified meanings using different sign
systems: the acoustic channel, through which acoustic vibrations are transmitted
and received as words, paralinguistic information, the soundtrack and special
effects; and the visual channel, through which light waves are transmitted and
received as images, colours, movement, as well as posters or captions with linguistic
signs, etc. For the translator, the complexity of audiovisual translation resides in
creating dialogues that emulate a prefabricated spontaneous mode of discourse
(particularly in fictional texts), that are constructed through written and spoken
language, but also through other non-verbal codes of meaning, and at the same time
must comply with the time and space limitations that the images impose on the
translation (synchronies or fit in the case of dubbing and revoicing modes, and time
and space restrictions in the case of subtitling and related modes).

Because audiovisual translation does not have the tradition of other more
established fields such as literary or legal translation, until very recently there has
been no consensus on what it should be called. Although the term audiovisual
translation is now widely accepted across Europe (traduction audiovisuelle,
traduzione audiovisiva, audiovisuelles libersetzen, traduccion audiovisual, traduccio
audiovisual, tradugdo audiovisual, etc.), it has received many other denominations
throughout its history: film dubbing (Fodor 1976), constrained translation (Titford
1982), film translation (Snell-Hornby 1988) and traduccion filmica (Diaz Cintas 1997),
screen translation (Mason 1989), film and TV translation (Delabastita 1989), media
translation (Eguiluz et al 1994), comunicacion cinematogrdfica (Lecuona 1994),
traduccion cinematogrdfica (Hurtado 1994; 1995), multimedia translation (Mateo
1997), transadaptation (Gambier 2003, Neves 2005), as well as other hyponymic
terms that are sometimes used to refer to all audiovisual translation: revoicing,
captioning, sound post-synchronization, etc.

Modes of audiovisual translation are understood to be all types of transfer of
audiovisual texts between two languages and cultures (interlingual) or within the
same language and culture (intralingual, such as the so-called accessible modes:
subtitling for the deaf and the hard of hearing, audiodescription for the blind and
visually impaired, respeaking, audiosubtitling, etc.). Essentially, translations of
audiovisual texts are made by introducing on or next to the screen, a target text with
the translation or reproduction of the dialogues and inserts (captioning), or by
inserting a new soundtrack in a different language and either cancelling out the
original soundtrack of the source language dialogues (dubbing) or leaving it in place
(voice-over). In other words, the audiovisual text is either subtitled or revoiced. De
Linde and Kay (1999), for example, argue that all other audiovisual translation modes
are simply “sub-types” of these two main alternatives. The subtypes these authors
identify include simultaneous subtitling in real time, simultaneous interpretation,
voice-over, narration, commentary, multilingual diffusion through teletext, and sight
translation, as used at film festivals. In this classification the concepts of the
translation mode are merged with the broadcast medium and the possibilities that



these media offer. For instance, multilingual diffusion, a mode also identified by
Gambier (2000), simply offers the chance to see the same audiovisual text dubbed or
subtitled using teletext, but the translation modes — dubbing and subtitling — are
the same.

Audiovisual translation does not stop there, however. New technologies and
new audiences, together with policies of equality and media accessibility, have
spawned a raft of new audiovisual translation modes, designed to meet the variety
of needs or concerns of different social groups. Hence, conventional subtitling has
led to new related modes like subtitling for the deaf, audio subtitling, respeaking or
live subtitling, surtitling for opera and theatre, and fansubs. Similarly, subtitling now
exists for the Internet, for mobile devices (telephones with Internet access, PDAs,
tablets, etc.), and video games. Where soundtracks are replaced or added to the
original text (revoicing), the classic modes of dubbing, voice-over (also known as
partial dubbing and narration, although with nuanced differences as we shall see
below) and free commentary are now also joined by the new fandubs,
audiodescription for the blind or visually impaired, or dubbing in video games. It is
possible to safely conclude, then, that there are two main macro-modes of
audiovisual translation: captioning and revoicing. Thus either a new soundtrack is
added in the target language, and the sound is synchronised with the images (post-
synchronization of sound, i.e., revoicing), or a written translation or transcription is
inserted on the screen (captioning), so that the translation can be read while the on-
screen characters speak and act out their dialogues.

Modes based on recording and inserting a new soundtrack and
subsequent sound synchronisation: Revoicing

Dubbing

Dubbing consists of translating and lip-syncing the script of an audiovisual text,
which is then performed by actors directed by a dubbing director and, where
available, with advice from a linguistic consultant or dubbing assistant. In some
European and Asian countries (i.e. France, Germany, Hungary, Italy, Spain and
Turkey, or China and Japan, among others) it is the most widespread form of
audiovisual translation for productions from foreign distributors and television
companies. This complex process is linguistic and cultural, but also technical and
artistic, where teamwork is vital in order to achieve a high quality end product. In
these countries mentioned above, and also in some others, dubbing is the main
mode of audiovisual translation for audiovisual texts, particularly on television, but



dubbing is also on the increase in some countries where it is being adopted for
certain audiovisual genres or particular audiences (Chaume 2012), as we shall see
below.

Voice-overs

Voice-overs are made by broadcasting the audio track with the recording of the
original dialogue at the same time as the track with the translated version. The
sound engineer reduces the volume of the original soundtrack and raises the volume
of the dubbed track, such that the original text can be heard faintly in the
background below the translated text. This mode is widely used for documentaries in
Italy and Spain, and to translate fictional film texts (films, TV series) in Poland, Russia
and other former Soviet Union countries (Estonia, Latvia, Belarus, etc.). By
convention, the original dialogue soundtrack is left at a lower volume; perhaps to
indicate specifically to the audience that the voice-over is a translation (overt
translation, House 2013). Contrary to what might be expected, voice-over gives a
greater impression of verisimilitude: the sound of the original voice, albeit faintly,
lends more credibility to the product. In this case, the dubbing actor reads the
translation of the documentary narrator’s lines — or the utterances of people who
appear in the documentary — a few seconds after their voices are heard on screen.
The actor waits for a moment (no more than two or three seconds) when the screen
character starts to speak before making his or her entrance, aided by a time code
reader (TCR). Because two different soundtracks are involved, the sound engineer
can also make adjustments to the dubbing actor’s utterances a posteriori. The final
effect in the broadcast is realistic, since viewers hear the screen actor for a few
seconds before the voice of the dubbing actor comes in at a higher volume, thereby
avoiding any difficulties in understanding the message in the target language.

Other terms used to refer to voice-over are partial dubbing, narration and
Gavrilov translation. Partial dubbing (or half-dubbing) is also known as Russian
dubbing. This type of voice-over is more elaborate than conventional voice-over and
is used to translate fictional texts in which a male reader reads the leading male’s
dialogues in a film or series, a female reader reads the leading female’s dialogues,
and sometimes a third voice reads the dialogues of other main characters in the film
(a child’s voice for a boy or girl, for example); all the other characters’ dialogues are
read by one other voice. Attempts have been made to insert these target language
dialogues into silences in the original film, allowing the original actors’ voices to be
heard clearly; these endeavours have just been little more than experiments,
however, and have had no significant impact. Narration is another synonym for
voice-over, although it can sometimes refer to a summary of the original dialogues,
rather than a more or less literal translation. Furthermore, the original text heard in
the background is sometimes left out when narration is used, in which case it would



be more appropriate to call it dubbing, even if the translation is a summary. Gavrilov
translation is the term used to refer to voice-over in Russian circles, and takes its
name from a celebrated narrator, Andrei Gavrilov, who popularised this mode in
Russia during the early years of the Brezhnev era. But the name is used to refer to
single-voice dubs in general, not necessarily those performed by Gavrilov himself. At
that time, and taking into account that the first foreign films of many Western films
were only held closed-door, and open mainly to workers in the film industry,
politicians, and other members of the elite, an effective conveyance of humour,
idioms, and other subtleties of speech were required.

Simultaneous interpretation of film

Simultaneous interpretation of films is a little used audiovisual translation mode that
is falling into even greater disuse. In this process, the film is interpreted by a
translator (more accurately an interpreter), who is present in the cinema or location
where the film is being screened and, through a microphone connected to speakers,
translates and voices-over the screen actors’ voices. This mode comes closer to
interpretation than translation. The translator normally has access to the script
before the film is screened and can make notes to work from; he or she has usually
seen the film beforehand, although this is not always the case. As Lecuona (1994,
281) cautions, “interpretation and projection occur simultaneously and the
interpreter must improvise his or her translation at the same pace as he or she hears
the original actors’ voices” (our translation). Simultaneous interpreting is restricted
to certain occasions at film festivals and to specific screenings in some film club or
art house seasons. Compared to the typical polyphony of a dubbed (or original
version) film, the interpreter only has recourse to his or her own voice to dub all the
on-screen actors, and the resulting effect is often wanting. As Lecuona (1994, 281)
points out, “the single voice of the interpreter must recount all the voices of the
original [...] the interpreter must have a certain capacity for mimesis, and should
attempt to avoid the inevitable monotony of his or her discourse by using certain
elements, expressive resources, voice tones, expressive emphasis, and even
vocabulary, to bring it closer to the vital polyphony of the original soundtrack” (our
translation).

Curiously, this mode of audiovisual translation is popular in Thailand. In this
country a dubbing method developed in which a dubber would provide a
simultaneous translation of the dialogue by speaking Thai into a microphone at the
back of the theater. Films were screened in silence, without the soundtrack and
without the dialogue track. Izard (1992, 94) explains that dubbing was too expensive
in the first years of the talkies, and subtitling (always the cheapest option) was
unworkable due to high illiteracy rates. So while the silent film was being screened,
an actor stood next to the screen and acted out the dialogues and even improvised



the sound effects and special effects. Due to the extensive use of 16 mm film until
nowadays, the technique has lasted up until recent years, especially for outdoor
screenings of films. The actor’s or dubber’s role is very similar to that of the
commentators (narrators) in the early days of cinema, what the Japanese call benshi.
The more expressive the actor, the more successful the film would be.

Gambier (2000) includes sight translation as a mode of audiovisual
translation at film festivals where the translator directly translates the script from
the source language while the film is being screened: “it is a type of sight translation,
performed from a script, subtitles, or a text followed in a foreign language; hence
the name sight translation.” Chaves (2000) includes it as a sub-mode of simultaneous
interpreting. As with this mode in general, the disadvantage of sight translation for
audiences is that they have to listen to the original voices and the translation at the
same time, and also deal with the inevitable asynchrony between the translated
dialogues and the image. Indeed, neither simultaneous interpreting nor sight
translation claim to attain the realistic effect typically achieved by dubbing.

Free commentary

The key defining feature of free commentary is that it is not a faithful reproduction
of the original text; rather, commentators are free to create and give opinions, to
recount what they see in their own words, and to add further details and
information. The text does not usually need to be segmented into takes or loops
(Chaume 2012), although commentary and image must be well synchronised (Luyken
et al. 1991, 82). This mode can take into account the audience’s intellectual capacity
and level of education; the translation can be adapted to the programme’s potential
audience. The translator must dedicate more time to preparing and researching the
text, and according to Chaves (2000, 48-49), should have some training in
journalism. In fact, free commentary is more an adaptation than a translation. The
commentator replaces the original actors’ or characters’ speech when he or she sees
fit, and the tone is more informal than a narration. This mode can complement
dubbing or subtitling, but it cannot substitute them. It is frequently used in comedy
or sports videos and programmes in Europe.

The term Goblin translation refers to a “domesticated” or more informal
translation (voice-over) that has been made popular in Russia by an English-to-
Russian movie and video game translator, script-writer, and author with that
nickname, Dmitry Yuryevich Puchkov or “Goblin.” His first film translation was
completed during the Perestroika period. The first film he translated was Carlito’s
Way (Brian de Palma 1993) in 1995. The development of the DVD format revived
PuchkoV’s interest in translating movies, and his works became known to a larger
public audience. Goblin translations include bad language, excessively familiar
translations and occasionally parodies of the original text in response to the linguistic



and ideological censorship that has predominated in traditional Russian voice-over.
Translated tracks of the movies could be downloaded at no charge as mp3 files (they
include only the voice of Goblin, without the original sound of the movie) from
Puchkov’s website. It is then a very domesticating kind of voice-over.

Fandubs

Fandubs or fundubs are home-made dubbings of television series, cartoons
(particularly the anime genre) and trailers for films that have not yet been released
in the target language country. Fandubs are usually made by fans of these genres;
they download the film texts from Internet and, using a digital sound editing
program, manipulate or eliminate the soundtrack of the original text and record and
insert the dubbed track they record at home using a microphone. One of the most
popular editing programs for making fandubbings is Windows Movie Maker. It is
sometimes spelled fundubbing to highlight the witty and humorous nature of this
type of home-grown dubbing.

Audiodescription

Finally, audiodescription for the blind and visually impaired is a type of translation
intended to enhance accessibility that deserves a separate discussion. In general,
sections of the film that have no dialogue, soundtrack or special effects that are
relevant to the plot are identified, and a new soundtrack is inserted on which a
voiceoff (an off stage commentary, i.e., a pre-recorded voice placed over the top of a
film or video) describes what is happening on screen. This description includes
details about the set, the way the characters are dressed, their actions, gestures etc,
and allows blind or visually impaired audiences to follow the story line, while lending
coherence to the dialogues throughout the film. According to Diaz Cintas (2008, 7),
“AD consists in transforming visual images into words, which are then spoken during
the silent intervals of audiovisual programmes or live performances.” Translation
studies and particularly audiovisual translation studies now include this practice in
their curricula alongside other modes of audiovisual translation. The debate
continues, however, as it is intralingual narration that consists of decodifying images
and transforming them into words, what Roman Jakobson called intersemiotic
translation, and many people do not consider it to be (interlingual) proper
translation in the strictest sense. Audiodescription includes partial modes such as
audio introduction (for films, but also for exhibitions, other programmes, etc.), audio
commentaries for exhibitions, and audiosubtitling, namely the reading of subtitles
from subtitled foreign films for visually impaired audiences.



Modes based on a written translated or transcribed text inserted on or
next to the screen where the original text is shown: Captioning

Subtitling

Subtitling, as its name suggests, consists of incorporating a written text (subtitles) in
the target language on the screen where an original version film is shown, such that
the subtitles coincide approximately with the screen actors’ dialogues. More has
been written about subtitling than dubbing, because, generally, greater attention
has been paid to the phenomenon of subtitling in countries where it is common
practice. In countries where dubbing is preferred, there has been less academic
interest in the mode. The works of Ivarsson (1992) and lvarsson and Carroll (1998)
offer one of the most comprehensive analyses of this mode of audiovisual
translation; of particular interest in these studies is the discussion of the tremendous
speed with which the human eye can read (although the average reading speed in
the US is 200-300 wpm, these authors claim that adults can read faster) added to
some technical factors that permit more characters per line these days, calling into
guestion the empirical basis for current restrictions on space for subtitles (35
characters per line, average reading speed of 12 cps, etc.). There is also the
extensive, meticulous work of Diaz Cintas published in Spanish (2001; 2003) and in
English (Diaz Cintas and Remael 2007), with a greater focus on translation than the
Ivarsson studies. These authors claim that “Norms and conventions evolve quickly in
subtitling and the advent of the DVD has been one of the major catalysts in the
profession. As far as reading speed is concerned, 180 words per minute is
increasingly becoming the norm in this new medium, with some companies applying
even higher rates.”

The forerunners of subtitles, known as intertitles (which originated in the
silent films, but are sometimes used for aesthetic or narrative reasons in films
today), were quickly translated into the target languages, and as such, intertitle
translation can also be regarded as a sub-mode of audiovisual translation.

Surtitling

Surtitling, a specific form of subtitling for theatrical and operatic productions, can be
both interlingual and intralingual. It enables audiences to understand the characters’
dialogues, or follow the opera storyline. The subtitles are usually projected on a
screen placed above the stage (hence the name surtitle) in the proscenium so the
audience sitting in the boxes can follow the play or opera, and at the same time,
read the subtitles or surtitles with a translation or transcription of the dialogues.



Other areas of the theatre or opera house with poorer views of the stage usually
have small screens fixed to the back of the seats where the subtitles are projected.

Respeaking

Live subtitling or respeaking is another mode that falls somewhere between
simultaneous interpreting and audiovisual translation. This is a technique in which
subtitles are shown at the bottom of the screen during a live broadcast (Romero
Fresco 2011). The interpreters use a computer with voice recognition software
(ViaVoice, Dragon Naturally Speaking, etc.) that they have previously trained to
recognise their voice, and listen to the live broadcast through headphones (although
this method is also used with recorded broadcasts). The interpreter hears the
characters’ dialogues or the narrator’s voice and re-reads them in his or her own
words, usually summarising the original dialogues quite substantially so their re-
translation fits into the subtitle space that the software program generates when it
processes the spoken sentences. The voice recognition program cannot recognise
the dialogues directly from the screen because of the poor quality of the audio
source, background sounds, noisy environments, strong accents, etc. Live subtitling
used to be done using shorthand, typing and stenography techniques.

Subtitling for the deaf and hard of hearing

Subtitling for the deaf and hard of hearing is another mode of translation used to
enhance accessibility for people with hearing difficulties, or for older or foreign
audiences. Broadly speaking, it is intralingual translation (it may also be interlingual,
but this is not common) that reproduces the characters’ dialogues so that the
subtitles appear on the screen at the same time as they are spoken. Unlike live
subtitling, this mode is used for recorded programmes, and colours are used to
differentiate between characters (as a deaf audience cannot recognise the source of
a voice-off or of a person speaking with her back to the audience, or crowd scenes),
sound effects are reproduced (with symbols or onomatopoeically), subtitles for
sounds or songs are sometimes placed at the top of the screen (when the dialogue
subtitles appear at the bottom), etc. These subtitles usually remain on screen for a
longer period of time so they can be more easily read, since many deaf people read
with difficulty, either at a lower pace or with other types of difficulties. In fact, the
review published by Ofcom (2005) recommends speeds lower than 140-180 wpm.
Subtitles can be up to four lines long; this makes them more difficult to read, but
they give a faithful reproduction of what is said on screen. The “faithfulness” of
subtitle reproduction is the subject of a great debate — as yet unresolved — over
whether subtitles for the deaf should reproduce everything spoken on screen
(verbatim), advocated by groups and associations of the deaf, or whether the



information should be summarised as in the case of conventional subtitling, as
proposed by professionals and academics.

Fansubbing

Fansubs, fansubbing or subbing, are home-made subtitles for television series,
cartoons (particularly the anime genre) and films that have not yet been released in
the target language country. As in the previously described fandubbing, they are
usually made by fans who download the film texts from the Internet and use
computer editing programs to insert new subtitles they create at home using free
software. One of the most popular programs for making fansubs is Subtitle
Workshop, although Aegisub, Pinnacle, and BsPlayer are also used. The fan uploads
the subtitled text to the Internet; there are different legal consequences they may
incur by doing this, dependent on country. Fansubbing is usually less orthodox than
conventional subtitling. Colors can be used; subtitles may appear anywhere on the
screen (above or below the speaker, or sideways); they use more characters than
conventional subtitles; fonts may vary throughout the film; translations are
frequently highly foreignizing; higher reading speeds are demanded than for
conventional subtitles, and so on.

Other modes

Other authors in the audiovisual translation literature refer to even more audiovisual
translation modes. Bartoll (2008), for example, mentions sign language interpreting
which, given the legal recognition, necessity and usefulness of sign language, should
be considered as an audiovisual mode for all intents and purposes. Bartoll also
mentions sight translation of scripts (although in this case there is no audiovisual
component) and consecutive interpretation, despite their scant presence in the
audiovisual market. Remakes cannot be considered as audiovisual translation
modes, as the author suggests. Rather, they are cinema adaptations in which a new
text is based on a previous one, as in the innumerable films based on other films,
novels, plays, comics, etc.

Bartolomé and Cabrera (2005), following Chaume (2004), also include script-
writing for animation as an audiovisual translation mode. This mode involves
creating written dialogues for animation texts that are produced and distributed in
the market without dialogues, a kind of script writing in each target language based
on the images of the animated text, and thus, similar to audiodescription. The silent
images, normally computer designed cartoons, are viewed, and a script is written to
fit the meaning for each image. This task gives translators the opportunity to use
their creativity, adding dialogues to these images that must comply with the



standard dubbing restrictions of phonetic, kinesic and isochronic synchronies, as well
as maintaining consistency with the plot narrated through the images. The creativity
needed for this task can (and should) be backed up by the translator’s experience in
working with original scripts, and particularly with previous audiovisual text
translations.

Bartolomé and Cabrera also include remakes, mentioned above, script
translation (which would seem to be literary rather than audiovisual translation), and
multimedia translation, to refer to what is known as localisation of multimedia
products, a practice that combines the translation of computer programs (normally
with Excel files), with the translation of dialogues (dubbing) and the translation of
inserts and captions (subtitling). It is not, therefore, a new mode, but rather a
combination of various modes.

Current shifts in the audiovisual translation market

Towards subtitling

Even in countries where dubbing predominates, subtitling is not unknown. In these
countries there was always a demand for original version (subtitled) films from elite
audiences. Now well educated younger people are also expressing a preference for
subtitled original versions over dubbed ones, citing aesthetic and artistic reasons. In
European dubbing countries, for instance, the practice of subtitling certain films is
growing in popularity. With the introduction of DVD and Blu-Ray as the standard for
watching films and television series at home, subtitling has become an established
professional practice (although not an established habit) in traditionally dubbing
countries. Economic criteria are generally used to decide whether to dub or subtitle
a film. Commercial films, particularly in North America, are usually dubbed for
greater impact and higher box office profits; minority art house films tend to be
subtitled for smaller, less popular film venues. It is certainly true that subtitling has a
much greater presence in dubbing countries than is usually imagined, whether in
film, DVD, Internet, and new environments such as corporate and educational
videos, etc.

This trend is also evident in advertising. Dubbing countries increasingly show
subtitled advertisements on the small screen and on the Internet. Subtitling makes it
easier for the same advertisement to be seen in every country (globalisation). It is a
much simpler and less costly process than dubbing, and it offers the additional
enjoyment of hearing the original voices. It also allows, particularly, access to the
connotations — positive in marketing terms — that each language and culture can



evoke in other countries and communities: hearing an advertisement for a soft drink
or a beer in English, for a perfume in French, for pasta in Italian, or for a car in
German. These connotations can make the product more attractive to some foreign
audiences who then associate certain positive values with the products.

Some dubbing countries are also witnessing a trend towards subtitling
cartoons for children in order to help them learn foreign languages, particularly
English. This practice is somewhat paradoxical. Younger audiences are not yet
proficient in reading (their own language, much less English). Also, even in subtitling
countries foreign cartoons are usually already dubbed. Once children have gained
some reading facility, for instance if the cartoons are aimed at children above the
age of 9 or 10, then they can be subtitled for this purpose with a slightly slower than
normal reading speed, and with fewer characters per subtitle and per line than
would be considered usual in conventional subtitling — i.e., less than 35 characters
per line and a reading speed of less than 12 cps. Cartoons for children younger than
9 or 10 should not be subtitled, however, since even slower reading speeds are not
appropriate for the reading capacity of such young children. In any event, subtitling
as a tool for learning a foreign language is used increasingly in dubbing countries, in
language classes, and at home by immigrants and foreigners to learn the language of
their host country more quickly.

Fansubbing is an increasingly popular phenomenon, both because of the
growing communities of people who enjoy foreign, particularly Japanese, products,
and because the computer software for home subtitling of foreign products, making
them available to fans across the world, is increasingly available and easy to use.
Similarly, new genres like video games and some mobile and tablet applications
require subtitles, both interlingual and intralingual, thereby opening up the market
to this audiovisual translation mode. Researchers are now including these genres
and devices into the world of audiovisual translation.

Finally, the growing trend towards subtitling is spreading not only in dubbing
countries, but in countries where voice-over has traditionally been used as the
general mode of audiovisual translation such as Poland (Bogucki 2004; Chaume
2012), where a growing number of subtitled films can be enjoyed on private TV
channels and in cinemas.

Towards dubbing

While the trend towards subtitling may not seem surprising, as seen in the examples
above, perhaps the parallel growing tendency in the market towards dubbing is less
expected. For example, in Portugal, a country with an outstanding subtitling
tradition, the audience share for dubbed products is rising. In a recent study, Chorao



(2011) found that dubbing of foreign productions on Portuguese screens has
overtaken subtitling. Programmes such as Hannah Montana (Richard Correll, Barry
O’Brien and Michael Poryes 2006) are increasingly dubbed into Portuguese, and the
recent opening of the leading Spanish dubbing studio, Soundub, in Lisbon appears to
confirm that this trend is here to stay.

Other primarily subtitling countries, such as Denmark, have recently
experimented with dubbed films for younger audiences, as in the case of The Nutty
Professor (Tom Shadyac 1996), to find out whether, for this type of film, dubbing
retains the original’s comedic sense or sense of humour more effectively. The
motivation here is economic; some comedy films, when subtitled, were not as
successful as the distributors would have liked. In the case of Norway, Tveit (2009)
also finds that some teen-oriented television series and teen films have also been
dubbed to ensure their commercial success. These experiments are taking hold on
television screens, and in all likelihood, augur a permanent presence of dubbing in
these countries, albeit limited to certain television genres and for certain audiences.
The volume of dubbed products has also increased in Russia (Chaume 2012), where
voice-over has traditionally been used to translate foreign fictional productions.

A further significant trend is noted in the dubbing of Latin American and
Turkish soap operas in subtitling countries such as Greece, Morocco, Egypt, Jordan
and other North African countries. In the Arab-speaking countries and Greece, the
first dubbed versions of this highly popular genre immediately put these soaps at the
top of the audience share ratings, indicating that maybe dubbing has an economic
future in these countries.

In other trends, the fandubbing phenomenon — like fansubbing (Diaz Cintas
and Mufioz 2006) — is also spreading quickly across the world. Fandubs can be
found for trailers, cartoons and episodes of television series in various languages,
including in countries where subtitling is predominant. Similarly, advertisements
continue to be dubbed in both dubbing and subtitling countries. Advertisements for
Kinder chocolates, for example, originally filmed in Italian, are dubbed into many
languages all over the world.

Advances in digital audiovisual technology have also allowed multiple modes
of audiovisual translation to be included in the same product. In the same way that
DVDs have enabled viewers in dubbing countries to watch subtitled films by simply
switching from the dubbed to the subtitled version in the DVD menu using the
remote control, DVDs and Blue-Rays also allow audiences in subtitling countries to
watch dubbed versions of films, series or cartoons (for example, dubbings into
Brazilian Portuguese consumed in Portugal, a subtitling country).

Finally, as with subtitling, dubbing can be a useful tool in learning a foreign
language, as Danan shows in her 2010 study. Translating a foreign language product
for dubbing, and then dubbing in class — using the software programs mentioned



above — obliges students to practice the foreign language and its translation into
their mother tongue, as well as learn its grammar and vocabulary.

Towards voice-over

For some, voice-over might seem to be an outdated audiovisual translation mode
for fiction genres, belonging to or reminiscent of past eras. However, surprisingly,
there are signs in the market that voice-over is gaining ground.

The North American channel MTV has begun to use voice-over to translate
some teen reality shows in dubbing countries. For instance the reality series A Shot
at Love with Tila Tequila (Riley McCormick and Sally Ann Salsano 2007) was rendered
in voice-over as an experiment to introduce the mode in fictional programmes
(supposedly docudramas) and also as a significant way of reducing dubbing costs.
Translating a fictional programme using voice-over in dubbing countries is an
example of how the canon of audiovisual translation is being broken up or
subverted. Since fictional programmes are usually dubbed in these countries on TV,
translating them by means of a voice-over is a challenge that primarily has to be
accepted by the audience, especially by new audiences. This experiment may turn
out to be a commercial failure, or it may be an innovative, lasting trend. For the
moment, voice-over is being used in an increasing number of programmes and the
phenomenon has spilled over to other television channels such as Energy in Spain,
for example.

There is also a considerable increase in the number of advertisements and
advertorials or infomercials translated using the voice-over mode. Particularly in the
case of the latter, voice-over transmits the idea that the product comes from abroad,
as well as lowering the costs of adding a soundtrack. Voice-over is, for instance, the
standard audiovisual translation mode in television shopping channels.

Finally, audiovisual media on the Internet have become vehicles for
transmitting all kinds of information and instruction and are replacing more
traditional media such as books or face-to-face classes for certain instructional
purposes. When we want to learn to use a device, cook a special dish, do some
gymnastic exercises or learn any new activity, we often turn to instructional videos
on the Internet. Most of these videos are translated into other languages using
voice-over. The same can be seen in Internet classes and seminars — webinars —
and particularly in corporate videos designed to sell products across the globe.
Voice-over, despite its scant presence in the academic world (Tomaszkiewicz 2006;
Garcarz 2007; Franco, Matamala and Orero 2010), plays a vital role in the audiovisual
translation market. Scholars are not paying enough attention to this mode vyet,
assuming on the one hand that it is an obsolete mode, and on the other, that non-



fictional programmes — webinars — are not worth of investigation, since they
belong to non-canonical genres.

Towards accessibility

The audiovisual translation boom is not restricted to the three modes referred to
above, however. Translation for enhanced accessibility is now firmly ensconced in
the audiovisual translation world and rightfully redresses an accessibility imbalance
for audiences who for decades have been discriminated against in access to
information and media culture. Today, DVDs are increasingly likely to include
subtitling for the deaf and hard of hearing and audiodescription for the blind and
visually impaired. Television channels have taken up the baton, and each year sees
an increase in the number of programmes that are subtitled and narrated using
these modes. Legal guidelines in a growing number of countries are also gradually
making it obligatory for all programmes to carry subtitles for the deaf; they are being
mandated to reach 100% of all broadcasts by 2015 in Spain, for example. In a report
called State of Subtitling Access in EU. 2011 Report (EFHHP 2011), a list of European
countries and their respective legal guidelines can be found and consulted.

The legal process is being attempted with audiodescription, although to a
lesser extent and in lower proportions. These legislative initiatives have greatly
increased the volume of accessibility work in the translation market in a growing
number of countries. Films with subtitles for the deaf can be seen on screens
installed in a designated area of cinemas, or by wearing special glasses that display
the subtitles, or by listening to audiodescriptions though headphones designed to be
used by the blind or visually impaired, or indeed, anyone who wants to experience
the effect. Audiovisual technology therefore clearly helps each viewer enjoy the film
as he or she wishes and allows the same film to be screened by different audiences
in different modes using a variety of devices.

The same expansion of accessibility is occurring in advertising. A growing
number of advertisements are now subtitled for the deaf and hard of hearing.
Audiodescription has still not moved into the advertising world on a large scale,
although it has been included in some advertisements (Cruz 2011). Still, there is no
doubt that in the coming years we can expect an increase in audiodescription for
advertising due to legal, cultural and economic pressures.

Sign language on television deserves a separate discussion, and will not be
addressed here. The number of news programmes with sign language interpreters
for the hard of hearing is rising. Whether we consider sign language as a language
(and many countries have designated it so officially — you can see for example a
tentative list of countries where sign language is considered an official language on



Wikipedia) — or a semiotic system accepted by a community of users, we can speak
freely of translation (interlingual or intersemiotic, in each case), and therefore regard
it as another audiovisual translation mode, since the source text and the translation
both appear simultaneously on the same screen.

Respeaking or live subtitling is another audiovisual translation mode for
accessibility that is rapidly gaining ground. In Europe, respeaking was pioneered in
the United Kingdom by the BBC, but an increasing number of television channels
worldwide are now acquiring respeaking software to make their news and cultural
schedules more accessible.

The use of audiodescription is also on the rise in museums, bringing works of
art and cultural heritage to visually impaired audiences; similarly audio-subtitling of
foreign language films, subtitled in the target language and read for the benefit of
blind or visually impaired audiences is also a growing phenomenon.

Conclusions

The possibilities for audiovisual translation are not limited to those described here.
The list of audiovisual translation modes is by no means closed, and indeed it is
bound to grow and change as new audiovisual formats, technological advances and
audience tastes evolve and change. In fact, audiovisual translators also receive
assignments for which they are, in principle, prepared by dint of their experience as
a narrators or re-writers. The audiovisual translator is therefore qualified (and is
called upon) to translate genres such as comics (and the so-called scanlations, the
scanning, translation and editing of comic genres such as manga), advertisements
and infomercials, corporate and instructional videos, etc. Language service providers
do not tend to classify audiovisual translators by specialization; rather they tend to
think that all audiovisual translators can provide services in all audiovisual modes.
Since there are not any types of certification recognized by employers, translators
ought to be aware of rates in all audiovisual modes (see Diaz Cintas and Remael
2007, and Chaume 2012, for rates in Europe in subtitling and dubbing, respectively).

The audiovisual translation map is no longer drawn in black and white terms.
The simple classification of countries into dubbers and subtitlers has been a useful
but superficial description; it no longer reflects today’s more complicated
audiovisual reality. The borders between the modes are now too blurred, as
described in the previous section. Dubbing countries often now have a flourishing
subtitling industry, and the use of voice-over is also growing considerably. Subtitling
countries, on the other hand, are becoming more accustomed to dubbing (teenpics,
soaps, etc.). Latin American countries have always tended to use dubbing for
television and subtitling for cinema. Many Asian countries do not make a clear
distinction between the two options, and use both for different purposes, different



genres and in different geographical areas. Countries with a tradition of voice-over
for translating fictional audiovisual texts have witnessed a remarkable increase in
dubbing and subtitling since the fall of the Berlin wall.

The crucial point for modern audiovisual media audiences is that the old
binary option of experiencing a foreign programme in either a dubbed or a subtitled
version has now disappeared. The future will bring for our enjoyment of foreign
media productions a myriad viewing and listening options: dubbed, subtitled,
subtitled for the deaf and hard of hearing, audiodescribed, narrated with voiceover,
etc. The more options we have, the more free, more multilingual and more diverse
we will be as spectators.



Metadpoaoua

META®PASH KAl WYXATQrIA
H g§€ALn t™n¢ OMTIKOAKOUOTIKAG HETAdpOONG

N£0 KOLVO KoL VEEC TEXVOAOYLEC

Frederic Chaume

H onmtikoakouoTik HeTadpaon ival akadnUaikog 6pog mou KOAUTITEL
TO00 TIG KOOlEpWUEVEG 000 KAl TG VEEC, TIPWTOTOPLAKES
VAWOOOAOYIKEG KOl ONUELOAOYLKEG HETADOPEG OMwE eival n
HMETAYAWTTLON, O UTIOTITALOMOG, O UTIEPTITALOMOG, N emavekdpwvnon
(respeaking), 0 QKOUOTIKOG UTOTITALOMOG (audiosubtitling), Tto
voiceover, n tautoxpovn Slepunveia oe GeoTIBAA Kvnuatoypddou, n
eAelBepn meplypadn kat n petadpacn goblin, 0o UTMOTITALONOG yla
Kwdoug Kal Baprikooug, n akouoTkn meptypadn, ta fansubbing kot
fandubbing. To mapov apBpo mapouctdlel pla KATNYOPLOTIOINCN TWV
pneBOdwV 1N €dwV TNG OMTIKOOKOUOTIKNG HeTAdpaonC Kal e€etalel
MEPLKEG evOladEpouoeg eEeAEELl oTNV ayopd TNG OTTLKOOKOUOTLKAG
HETAPPAONG OTIC APXEC AUTOU TOU VEOU alwva. XWPEG ou cuvhOwav
va peTayAwTttilouv oTpEdovial TPOG TOV UTIOTITALOHO, XWPEC TIOU
ouvnBuwav va umnotitAilouv apyilouv va PeETaYAWTTI{OUV, XWPEC TIOU
elyav uloBetoel To voiceover otpédovtal MPOC TN UETAYAWTTLON KoL
TOV UTIOTITALOMO, €VW TO Vvoiceover ELOEPXETAL OE XWPEG OMOU
KUPLOPXOUOE N UETAYAWTTLON KAl O UTTOTITALOMOG Kal kepbilel €dadog
OTO VEOTEPO KOLVO.

NEGELG-KAELBLA:  OTITIKOOKOUOTIKA  peETAdpaon,  HETOYAwTTLON,
urnoTitAlopog, fandubbing, fansubbing, akouotikry meplypadn, voice-
over



To QVTLKEIHEVO TN OMTLKOAKOUOTIKAG petadpaong

H omtikoakouoTikr) petadpaon eival pia pebodog petadpacng mouv xapaktnpiletal
and T MeETAdOpAd  OTMTLKOOKOUOTIKWV  KEWEVWY  elte  SlayAwoowkd eite
evboyAwoolkd. Onw¢ SnAwvetal amd TNV OVOUOOLO TOUC, TA OTTLKOOKOUOTLKA
Kelpeva mapéxouv (petadpaoipes) mAnpodopieg péow SU0 KavaAlwV EMKOWVWVIAG
Ta omola TAUTOXpOVA UETOPEPOUV KWOLKOTIOLNUEVA UNVUUATO XPNOLLOTIOLWVTOG
SL0POPETIKA ONUELWTIKA CUCTAUOTO: TO OKOUOTIKO KOVAAL, HECW TOU OToiou
oKoUOoTIKEG Sovnoelg petadidovral kat Aappavovial we AEEELG, MOAPAYAWOOIKES
rmAnpodopieg, soundtrack kat eldikd €€ * KaL TO OMTIKO KAVAAL, LECW TOU OTOioU
KOpata ¢wtog petadidovral kat AdapBavovial we EIKOVEG, XPWHATA, KLVOELG, aAAA
Kal wG adloeg¢ N Aelavieg Pe yAwoowkd onuela kAm. lMa tov petadpaocth, n
TIOAUTIAOKOTNTA TNG OTTLKOOKOUOTIKAG UETAdPAONG €YKELTAL OTn dnuoupyia
SloAOywv TOU  OvVaATAPLOTOUV €VOV TIPOKATAOKEUOOMEVO auBopunto TPOMOo
ouvopliag (blaitepa ota keipeva puBomAaciag), mou Sopouvtal PECW TOU
ypamtol Kot Tpodoplkou Aoyou OAAA Kol HEOW OQAwWV PN GPACTIKWV
ONUACLOAOYLKWV KWwSIKWY KAl TTOU TAUTOXPOVA TIPETIEL VA CU 0PI WVOVTAL UE TOUG
TIEPLOPLOMOUG TOU XPOVOU KOl TOU XWpou Tou emiBAAAouv otn Hetadpacn ol
EIKOVEG (va ouyxpovilovtal f} v XWPAVE OTNV MEPUMTWON TNG LETAYAWTTLONG KAl TWV
neBOdwv revoicing Kal va elval eviog TWV XPOVIKWV KOL XWPELKWV oplwv otnv
TEPLMTWON TOU UTTOTITALOHOU KOlL TWV OXETIKWV HEBOSwWV).

Emeldn n onmtikoakouoTikn petadpacn Sev €xel TNV mapadoon AAAwv, TLO
TIAYLWHEVWY KAASWV OTwG £lval n AOYOTEXVIKN N N VOULKN UETAPpOOH, LEXPL TTOAU
npoodata dev umnpxe Kamolwa emikpatovoa amodn yla 1o nw¢ Ba Empene va
ovopadletat. Mapolo mou o 6poC OTMTLKOAKOUOTLKA HETAdpacn eival TAEOV EUPEWG
arnobektog o OAn tnv Eupwnn (traduction audiovisuelle, traduzione audiovisiva,
audiovisuelles (ibersetzen, traduccion audiovisual, traduccié audiovisual, traducdo
audiovisual, etc.), €xel 6exBel mMoANEC AAeG ovopaoieg otn SLApKELA TNG LOTOPLAC
tou: film dubbing (Fodor 1976), constrained translation (Titford 1982), film
translation (Snell-Horby 1988) and traduccion filmica (Diaz Cintas 1997), screen
translation (Mason 1989), film and TV translation (Delabastita 1989), media
translation (Eguiluz et al 1994), comunicacion cinematogrdfica (Lecuona 1994),
traduccion cinematogrdfica (Hurtado 1994; 1995), multimedia translation (Mateo
1997), transadaptation (Gambier 2003, Neves 2005), kobwg kot AAAOUG
UTIEPWVUMOUG OpouG, OL oOmoiol MEPLKEG GOPEG XPNOLUOTIOLOUVTAL Ylol v
avadepBouv oto oUVOAO TNE OMTIKOAKOUOTIKAG HETAdpACNG: revoicing, captioning,
sound post-synchronization, etc.

Q¢ HéBOSOL OMTIKOAKOUOTIKAG HETAdpaong voouvtal OAoL ol TUToL
HETAPOPAC OTTIKOAKOUOTIKWY KEIHEVWY HETAEU SU0 YAWOOWV Kol TIOALTIOHWY
(6layAwaooikn) 1 evtog tng dlag YAwooog Kal TMOALTIOUOU (evOOoyAwaalkr), OMwG oL
Aeyoueveg mpooPaoiuec pEBodol: UMOTITAIOMOC yla KwdoUg Kol Paprikooug,



OKOUOTIKN Tteplypadn yia TudAol¢ kal apPAUWMEG, €mMavekdwvNon, AKOUOTIKOG
UTIOTITALOMOG, KATT). OUuOLAOTIKA, Ol UETOPPACEL] OTTLKOOKOUOTLKWY KELLEVWV
TIPOLYLOTOTIOLOUVTAL ELCAYOVTOG TTAVW N SimAa otnv 080vn éva Kelpuevo-otoxXo HE TNV
HETADpOON N TNV ovamopaywyrn Twv OSlaAoywv Kot Twv UBOAUWY OKNVWV
(captioning) n elodyovtag véa nxntikn emévdéuon o M AAn yAwooa eite
adalpwvtag TNV MPWTOTUTIN NXNTLKA €MEVOUON TwV SLOAOYwWV NG YAwooag-mnyn
(uetayAwttion) eite Swatnpwvtag tnv (voice-over). Me daMa Adywa, oto
OTITLKOOLKOUOTLKO KELUEVO TIPAYUATOTOLETAL E(TE UTOTITALOUOC €ite revoicing. Ol De
Linde kat Kay (1999), ywa mapadelypa, unootnpilouv nmw¢ kaBe AaAAn péBodog
OMTIKOOKOUOTIKNG HeTAdpaonG elval amiwg umoeidog¢ auvtwv twv &Uo KUPpLwV
evaAlaktikwy. Ta umoeibn mou avayvwpilouv autol ot cuyypadeic meplhappavouv
TOV TAUTOXPOVO UTOTITALONO o {wvtavo XpOvo, TNV Tautoxpovn Slepunveia, To
voice-over, TNV adrynon, To oxoAlaouo, Tnv mMoAUyAwaoon petadoon péow teletext
Kat tnv €€ OYPewg petadpacn ONMwWE auTA xpnoldomolovvtal o ¢eoTPal
Kwnuotoypddou. Itnv ev AOyw KaATnyoplomoinon oL €VVoleG TNG HUETADPACTLKAC
pueBodov ouvpPadilouv pe T péEoA PETAdOONG KoL HE TG SuvatdTNTEG TOU
MpoodEpouv autad Ta péoa. MNa mapadeypa, n nmoAvyAwoon petadoon, péEBodog
Tou avayvwpiletal kot and tov Gambier (2000), anAw¢ nmpoodépel Tn duvatotnTa
va SoUpE TO (610 OMTIKOAKOUOTLKO KEIUEVO UETAYAWTTLOMEVO ) UTIOTITALOUEVO LE TN
xpnon teletext, aA\d ot petadpaoTikéG PEBOSOL- LETAYAWTTLON KOL UTIOTLITALOUOG-
eivat ot 6Lec.

QoT000, N OTMTKOOKOUOTLKN HeTadpacn dev otapatd ekel. NEeg Texvoloyleg
KOl VEO KOLVO, 0E CUVOUOOUO HE TIOALTIKEG LOOTNTOG KoL TTPOORACLUOTNTOC OTA HEDQ,
£€XOUV YEVVNOEL UL OELPA MO VEEG HEBOSOUC OMTIKOOKOUOTLKAG LETADPAONG, TTOU
SnuoupynOnkav HE OKOMO vo OVTATMOKPLOOUV OTIC QVAYKEG I TIC QAVNOUXLEC
SL0POPETIKWY KOWVWVIKWY OUASWY. JUVETWG, 0 CUUPATIKOG UTOTITALOUOC 0&yNnoe
o€ VEeG ouvadeig peBodoug Omwe ival 0 UTOTITALOUOG Yo KwdoU¢ Kat Baprkooug,
O QKOUOTIKOG UTIOTITALOMOG, N emavekdwvnon 1 o {wvtavog UTOTITALOUOG, O
UTIEPTITALOMOC ylo TNV Omepa Kal to Bféatpo kat ta fansubs. Mapopoiwg, o
UTTOTITALOMOC TWPA UTIAPXEL yla To SLadikTuo, TIG KIVNTEC CUOKEVEG (TNAEPwva pe
npooBaocn oto OSwadiktuo, PDAs, tablets, kAm) kat ta PBirteomalyvidia. ITig
TIEPUTTWOELS OmMou n nxNtkn emévduon avtkabiotatal f mpootiBetal oto
TIPWTOTUTIO KEipeVo (revoicing), oTlg KAAOOLKEG HeEBOSOUC TNG METAYAWTTILONG, TOU
voice-over (yvwotoU Kol WG HMLON METAYAWTTION Kol pwon adniynon/ Hepkn
HETAYAWTTLON Kal adrynaon, av Kot Je Aemteg dtadopég Onmwes Ba ol e MapaKkATw)
KOl Tou €AeUBepou OxOAlOOHOU, evtdcocovtal TAéov kol ta véa fandubs, n
oKouoTwk Tmeplypadn ya tudAolg Kkat apPAVWTIEC [ N UETAYAWTTILON oOTa
Bwreomavidia. Eivar Sduvatdv, emopévwg, va ouvaxBel pe oaoddAela 1O
CUUMEPAOUA OTL UTIAPXOUV SUO0 KUPLEG LEBOSOL OTITIKOAKOUOTLKAG LETAPPAONG: T
eneénynuatika keiueva (captioning) Kal To revoicing. JUVENWC, £(te pooTiBeTal vEéa
NXNTIKA €mévéuon otn YAWOOO-0TOXO KAl O NXOG OUYXPOVI(ETOL HE TIG ELKOVEC
(ueTaouyxpoVIOPOG TOU NXOU: revoicing) €ite elodyetal otnv 0Bdvn o yparmtn



uetadpoon [ petaypadn (captioning), wote va eivat duvaty n avdyvwon ng
HETADPOONG 000 OL XOPAKTAPEG oTtnv 000vn WAouv kal mailouv toug SlaAdyoug
TOUG.

M£0odoL Baclopéveg otnv nxoypadnon KaL TNV El0aywyn VEAG NXNTIKAG
enévduong (soundtrack) kot otn cuvéxela oTov cUYXPOVLGHO Tou RXoU: Revoicing

MetayAwttion

H petayAwTttion cuviotatal otn HeETAdPacn Kol TOV CUYXPOVIOUO TOU Oevaplou eVOg
OTITLKOOLKOUOTLKOU KELUEVOU UE Ta XE(AN, To omoio mailetal émetta and nbomoloug,
HE TNV KaBodnynon evog oknvoBETn petayAwTttiong kai, epoéoov Siatibevral, pe
OUUPOUAEG amo kamolov YAwaoolkd cUpBoulo i BonBo UETAYAWTTIONG. Z€ KATIOLEG
XWPEC TNG Eupwnng kat tng Aciag (TaAAia, Mepuavia, Ouyyapia, ItaAia, lomavia kot
Toupkia, Kiva kat loamwvio petag aMwv) eivar n mo Swadedopévn popdn
OTITLKOOLKOUOTLKAG UETAPPOONG Yyl TOPpAywyEC amd &Evoug Slavopeic Kkat
TNAEOMTIKEG eTalpeieg. Autp n moAumAokn O&wadikacia eival  yAwoouwkn Kot
TIOALTIOMIKA, OAAG KoL TEXVLKN Kol KOAALTEXVIKN, Omou n opadlkn epyacia eival
{WTIKAG onuaotiag, wote va emteuxBel éva TeAkO Tpoiov uPNANG TOLOTNTOG. XTIG
npoavadepOeioeg XWPEG, KABWCE KAl 0 KATIOLEG AANEG, N LETAYAWTTLON £lval n KUpLA
HEBOSOG OMTIKOAKOUOTLKAG UETAPPAONG Yla ONMTIKOAKOUOTIKA Keipeva, tdlaitepa
otnv thAeodpaon, alAd n petayAwttion kepdilel emiong €6ado¢ og KAMOLEC XWPEG
OToU ULOBETE(TAL YlO OPLOPEVA OTITIKOOKOUOTIKA €16N N ylo CUYKEKPLUEVO KOLVO
(Chaume 2012) ,6mw¢ Ba 6oV e TApAKATW.

Voice-overs

Ta voice-over ¢ptidyxvovtal HeTASISoVTAC TO NXNTIKO KOUUATL PE TNV nxoypadnon
TOU apxLlkoUu &LaAdyou TAUTOXPOVO ME TO NXNTLKO KOUUATL TNG UETADPOAOUEVNC
ekdoxn¢ tou. O NXOAATTING UELWVEL TNV EVTAON TNG APXLKAG NXNTIKNAG eméviuong Kal
QUEAVEL TNV EVTACN TOU UETAYAWTTIOMEVOU KOUUOTLOU, £TOL WOTE TO APXLKO KELUEVO
va aKoUyetal apudpd oto Babog katw amd 1o HETADPAOUEVO KElUEVO. AUTh n
HEBOSOG XPNOLUOTOLELTAL EUPEWC OTA VIOKLUAVTEP otV ItaAia kot tnv lomavia kot
otn petadpaon cevapiwv (tawieg, tTnAeomtikég oelpég) otnv NMoAwvia, T Pwola kat
AA\eg xwpeg ™G mpwnv Zofletikn¢ Evwong (EcBovia, Astovia, Asukopwaoia KAm).
ZuPBOTIKA, TO NXNTLKO KOUUATL TOU apXlkoU SLaAoyou HEVEL o€ xaunAotepn évtaon
(OWG yla va TOVIOTEL OTO KOWO OTL N ¢pwvr) TOU AKOUYETAL Ao TAVW Eilvol
uetadpaon (overt translation, House 2013). AvtiBeta pe O,TL UTTOPEL VO TIEPLUEVEL
KAVELG, To voice-over ¢aivetal meploocdtepo aAnbodaveg: o YOG TNE MPWTOTUTING



dwvnig, av kat apudpag, mpoodidel peyalutepn alomiotia oTo MPOoIov. Z€ AUt TNV
nepintwon, o nBomoldg petayAwttiong Stafalel ta petadpacpéva Aoylo Tou
adnynt TOU VIOKIMAVIEP- 1 autd Ttwv avBpwrnwv Tou egudavidovtal oto
VTOKLUOVTEP- Alya Seutepolenta adol akouoTouv ol dwVEG Toug otnv oBovn. Otav
0 XapPaKTAPAG TNG 000VNG EeKLvoEL val UIAQ, O NBOTOLOC TEPLUEVEL LA OTLyun (OxL
TePLOoOTEPO amod SUo 1 tpla SeutepoAemta) TP KAveEL TNV €l0od6 ToOUL,
BonBoupevog ano Evav  avayvwotn XPOVOKwWS KA (TCR). Emeldn
ouunephapPBavovtal U0 SLadOPETIKA KOUUATIO, O NXOANTITNG UTOpPEL emiong va
KAVEL TIPOCOPUOYEG OTa AOyLo TOU NBomolol PETAYAWTTLONG €K TWV UCTEPWV. To
TEAIKO QmoTtéAeopa Katd tn HeTadoon eival peaAlotiko, kabBwg ol TnAeBeatég
0KOUVE Tov nBormold tng 00dvng yla Alya SeutepOAEMTA, MTPOTOU UMEL N GwVI TOU
nBormolol petayAwttiong oe vPnAotepn €vtaon, anodpelyovtag £T0L OmoLadnmote
SuokoAia katavonong Tou LNvUUAToG 0Ttn YAWooa-0TOXO.

AMoL OpolL TIOU XPNOLUOTOLOUVTAL YlO TO Voice-over &ival n HEPLKN
HETAYAWTTLON, N adnynon kot n petadpacn Gavrilov. H pepikn petayAwtton (A
HLON METAYAWTTLON) €lval EMIONG YVWOTH WG PWOLKN UETAYAWTTLON. AUTOC O TUTIOG
voice-over €ival o mePUMAOKOG amd To CUMBATIKO voice-over Kol XpnolUomoLeltal
yla tn petadpoon KeléEvwy pubomAaciog¢ ota omola €vag Avipag avoyvwotng
StaBalel toug SlaAOyoug TOu AVTPA TIPWTAYWVLOTH OE ML TOWio | OEpad, pia
yuvaika avayvwotpla dtafalel Toug SLaAOyoUC TNG yUVaikag TPwToywVvIoTpLag Kot
HEPKEC DOPEC ULa Tpitn Pwvn Stafalel Toug Slaldyoug GAAWVY KUPLWV XOPAKTAPWY
™G towiag (n dwvr evog madlol ylo €va ayopl 1 Kopitol yla mopadelyua) ot
Slahoyol 6Awv Twv AAwv xapaktipwy Stafalovral anod pia aAAn dwvn. Exouv yivel
npoonaBeleg oL Stahoyol autol TNG YAWOoOoOG-0TOX0U VA UTTOUV O CLWMNAQ onueia
oTNV Tawia, EMITPEMOVTAG £TOL va akoUyovTal KaBoapd ol pwVEC TWV TIPAYUATIKWY
nBormnolwv * oL MPOOTAOELEC AUTEC, WOTOCO, NTAV KATL TTAPATIAVW OO TIEPALATA KL
bev eixav onuavtikd avtiktuno. H adrynon eivat éva akOun cuvwWVUUO TOU Vvoice-
over, MopOAo Tou KAmoleG Popég Umopel va avadépetal oe pla mepAnyn Twv
MPWTOTUTIWV SLOAOYyWV KOl OXL OE MO TEPLOOOTEPO 1 AlyOoTepo Kot A€En
puetadpaon. EmutAéov, TO TMPWTOTUTIO KEipevo mou akouyetal oto background
UEPLKEG POPEC TMapaAelmeTOL OTOV Xpnolpomoleital n agrynon, omote Ba nAtav
KATAAANAOTEPO QUTO va OVOUAIETAL PETAYAWTILON, QKOUN KL oV n MeTadpaocn
anoteAel nepiAnyn. H petddpaon Gavrilov elval o 6pog mou xpnoLlomnoleital yLo to
voice-over oToUG PWOLKOUG KUKAOUG, Kal Taipvel To Ovopd tng amd tov didonuo
adnyntn, Andrei Gavrilov, mou katéotnoe autr tn uEBodo dnuodiAn otn Pwoia ta
MPWTO XPOvla TNG €moxN¢ tou Mmpélvied. To Ovopa, woTOOoO, XPNOLUOTIOLE(TAL
VEVIKA ylol TIC UETAYAWTTIOEL TTOU TpaypaTomolouvtal Ye pia povo ¢wvr, oOxt
anopaitnta ylo ekelveg mou mpaypotonoince o idtog o Gavrilov. Ekelvn tnv enoxn
Kal av AdBel kaveig¢ urmoYdn OTL oL MPWTEG EEVEC KOTILEG TIOAAWVY TOLVLWV YOUEOTEPV
duAdooovtav kpudd kot ATtav SlaBéolpeg Kuplwg yla oooug epyalovtav otnv
Kwnuatoypadiky Bropnxavia, TOUG TOAITIKOUC Kol AAa HEAN TG €AlT, n



QTMOTEAECHATIKI) HETADOPA XLOUKOP, TIAYLWHEVWY EKGPACEWY KoL AANEG SeELOTNTEG
TOUu AOYoU ATav amapaitnTeg.

Tautoxpovn dlepunveia taviwv

H tautoxpovn Slepunveia taviwy gival plo HEBodog OMTIKOAKOUOTIKNG LETADPATNG
TIoU €XEL XpnotpomolnBel Alyo Kal MepLEPXETAL O AKOWMN HeyaAUTEpN axpnoia. Kat’
autiv tn Sladikacia, n tawia petadpaletal and €vav petadpaocty (cadéotepa
évav Olepunvéa), o omoio¢ eival Mapwv OTO OWEUA N TNV Ttomobecia Omou
npoBAaAAeTal n Tawia Kal, HECW €VOC UIKPOOWVOU TIOU OUVOEETAL UE nxela,
uetadppalel kal PAA mavw ano tig dwveg (voice-over) Twv nbBomolwv tg 006vNg.
Auti n nEBoSog mAnolalel meploodtepo T Slepunveia and O,TL Tn petadpacn. O
HETAPPAOTHC KAVOVIKA €XEL TIPOOBaON 0TO CEVAPLO TtPoToU MpoPANnBel n Talvia kat
UTOPEL VA KPATHOEL CNUELWOELS Yl VA EPYOOTEL ~ €XeL ouvnBwg SeL TNV Tawvia ano
TPV, TapOAo mou auto Oev cupPaivel mavra. Onwg o Lecuona (1994, 281)
nipoeldormnolel « Slepunvela kat mpofoArn cupPaivouv Tautdxpova Kal 0 SLEpUNVEQS
TPEMEL va. oXeSLALEL TN PETADPOOH TOU LE TOV (510 pUBUO TIOU AKOUEL TIG GWVEC TWV
Mpayuatikwyv nbomowwvy (6tkf pag petadpaocn). H toautdoxpovn OSiepunveia
TLEPLOPLIETAL OE OUYKEKPLUEVEC TIEPLOTAOELS 0 HEOTIBAN Kvnuatoypddou Kol o€
€LOIKEC IPOPOAEG O KATIOLEG TIEPLOSOUC KLvnUaToypadLKAG AEoXNG 1} KAAALTEXVIKOU
Kwnuotoypddou. AvtiBeta pe TNV TUTIKA TOAUPWVIA HLOG UETAYAWTTIOUEVNS (N
TMPWTOTUTING) Tawiag, o Slepunvéag UMopPEL va XpnoLpomoLoel uévo tn Sk Tou
dwvn yla va petayAwTttiosl 6Aoug Toug nBomolol¢ tng 066vNG Kal TO ATOTEAECUA
TIOU TPOKUTITEL €lval ouxva eAAEG. Onwe emonuaivel o Lecuona (1994, 281) «n
povadikn dwvr) tou Slepunvea mpemel va adnynBel OAeg T auBevtikég pwveg [...] o
Slepunvéag mpemel va SLABETEL pLa opLoPEVN LKAVOTNTA Uinong, Kal va mpoomnabet
va anodevyel TNV avanodeuktn Lovotovia TG SIKAG Tou OpALaG XpNOLLOTIOLWVTAG
OUYKEKPLUEVA oTOlXEla, EKDPAOTIKEG Se€LOTNTEG, dWVNTIKOUG TOVOUG, €KDPAOTIKN
€udaon, akopn kat Ae€Aoylo, wote va to PpEpeL To Kovtd otn {wnpn moAuvdpwvia
TOU MPWTOTUTIOU NXoU» (S1kn pog petadpaon).

MeplEépywe, autn n LEBOSOC OMTIKOAKOUOTIKAG HETAdpaong ival SnuodtAng
otnv TatAavén. Itn xwpo auth avamtuxonke pla pEBodoG HETOYAWTTIONG KOTA TNV
orola €vag LETAYAWTTLOTHG MOPEXEL TAUTOXPOVN HETADPAON TOU SLAAOYOU WAWVTAG
Taidavdika og éva Pkpodwvo oto miow péEpog TG aibouoag mpoPfoAng. OL Talvieg
npofdaAdoviav olwmnAd, xwpig TNV nXNTKn emévduon tng tawiag Kal xwpig to
KOUUATL Twv StaAdywv. O lzard (1992, 94) efnyel OTL n HeTayAwTTion ATAV MOAU
OKPLBN Ta MPWTA XPOVIO TWV OUIAOUCWV TALWVIWV KOL O UTOTITALOMOC (mavta n
OLKOVOULKOTEPN €Ml oyn) ATav avédiktn Adyw vPnAwv mocootwv avaidapntiopou.
KaBwg mpoBaAldtav, Aoutdy, n cwwrnnAn tawia, évag nBomnolog otekotav SimAa otnv
0006vn kL énaile toug Slaldyoug Kal autooxediale akOUn KoL Ta NXNTIKA €hE Kal Ta
elOIKA ePE. NOYyW TNG EKTETAUEVNC XPNONEG Tou PAM 16 XIAlooTwV HEXPL ONUEPQ, N



TEXVIKA OLpKNoe HEXPL Ta TEAEUTAla XPOvLa, blaitepa yla TMPOPBOAEG TAWVLWY OF
e€wTtePKOLG Xwpous. O poAog tou nBomolol A Tou PETAYAWTTLOTH €lval MapoOpoLog
HE QUTOV TWV OXOALAoTWV (apnynTwVv) OTLG APXEG TOU KLvnuatoypddou, autwy Tou
oL lanwveg amokalouv benshi. ‘Oco mo akpBoOg ATtav o nBomoldg, TOoOo Lo
ETUTUXNUEVN Ba TV KL N Tawia.

O Gambier (2000) OBewpel TNV €€ OYPewg petadpacn w¢ MEBoSO
OTTIKOOKOUOTIKNG METADpaonG o GeOTIBAA KlvnpatoypAddou Omou 0 PETAdPAOTNG
uetadpalel ansubeiag To oevaplo anod tn yl\waooa-nnyr 600 n tawvia mpoBaAietal:
«elval éva eidog €€ oPewg petadpaong, mou mpayuatonoleital pe Baon éva
O€VAPLO, UTIOTITAOUG ) éva Kelpevo Ttou akoAouBeital og pla Eévn yA\waooa * €€ ou kat
n ovopooia petadpacn €€ oPewe.» O Chaves (2000) tnv avayvwpilel wg
uToKaTNyopLla. TNG tautoxpovng Stepunveiag. Onwe cupPaivel YeVIKA PE aAUTH TN
HUEBO0BO, TO HelOVEKTNUA TNG €€ OPEWG HETADPACNG VLo TO KOO €lval OTL TIPETIEL val
OKOUEL TIC OoUBeVTIKEG WVEC Kal tn HeETAdPOOn TOUTOXpOvA KAl E£miong va
OVTIUETWITIOEL TNV AVATIOPEUKTN AoUyXpovia HETAU peTaPPaATUEVWY SLaAOYwWV Kal
€lKOvVaG. Mpayuatt,, oute n tautoxpovn Slepunveia oute n €€ oPewg petadpoaon
UTTOOXOVTOL VO KATOPOWOOUV TO PEXALOTIKO ATIOTEAECHA TIOU ETUTUYXAVETAL UE TN
HETAYAWTTLON.

EAeU¥epoc oyoAlaouoc

KUplo xapaktnploTiko otolxeio tou eAelBepou oxoAlaopol eival otL Sev amotelel
TIOTH OvVaTapaywyr TOU TPWTOTUTIOU KELUEVOU ~ avTIOETWG, oL OXOALAOTEG eival
eAelBepol va Slapopdwoouv kot va ekppdcouv amoelg, va Sinynbouv doa
BAEmouv pe SlKA TOUG AOylLOL KOl va TIPOODECOUV TEPALTEPW AEMTOUEPELEG KOl
mAnpodopiec. To keipevo ouvnBwc Sev xpelaletal va XwPLoTel o ANPELS i KUKAOUC
(Chaume 2012), mapoAo TOU OXOALOOMOC KOL €LKOVA TIPEMEL va elval KoaAd
ouyxpoviopéva (Lyken kat Aoutot 1991, 82). H ocuykekpluévn nEBodog pmopel va
AdBeL uTOYN TNV TVEUMATIKN LKAVOTNTA KoL TO LOpPWTIKO eminmedo Tou Kowou ' n
HeTAdpacon UMopel va MPOoApPUOOTEL 0TO SuvnTIKO KOO Tou Tpoypdupotoc. O
HETAPPAOTHC TIPEMEL VA ADLEPWOEL TIEPLOCOTEPO XPOVO OTNV TPOETOLUACI KAl TV
£€peuva yUpw Ao To Keipevo, Kot cUpdwva pe tov Chaves (2000, 48-49), mpénel va
€XeL kamola ekmaidbevon otn dnuoocloypadia. ITNV MPAyUATIKOTNTA, 0 EAeVBEPOC
OXOALAOUOG €lval TEPLOCOTEPO Tpooapuoyn mapd Hetddpacn. O OXOALOOTAC
avtikaBlota TV opAla Tou apxtkou nBormolou f xapaktipa oétav To Bswpel okoOTLUO
KOl 0 TOVOC elval o amAog amnod O,TL o pa adnynon. Auti n néBodog umopel va
CUUMANPWOEL TN METAYAWTTION N TOV UTIOTITALOMO, aAAa Oev pmopel va Ta
OVTIKATOOTOEL. XPNOLUOTOLEITOL OUXVA Of KWHWKA 1N abAntika Bivteo kat
npoypdppata otnv Evpwrnn.

O oOpog petadpaocn Goblin avadépetal o€ Lo «OTUTIKA» N TLO ATUTN
uetadpaon (voice-over) mou €xel yivel SnuodAng otn Pwola amnod évav petadpacth



Tawlwy Kot Bteomalyvidiwy amod ta AyyAlkd mpog ta Pwolkd, oevaploypddo kat
ouyypadéa pe auto to Yeudwvupo, Dmitry Yuryevich Puchkov i “Goblin”. H mpwtn
Tou petdadpaon tawiag oAokAnpwOnke katd tnv mepiodo tng Mepeotpowkag. H
TPWTN Tawia mou petédppace Atav n Ymodeon KapAito (Carlito’s way, Mmpaiav vte
MaApa 1993) to 1995. H &nuoupyia tng popdng DVD avalwoyovnoe 1o evéladépov
Tou Puchkov yla tn peTadpaon TaLWY Kal oL SOUAELEG TOU £yLVOV YVWOTEG OE €va
guputepo Kkowo. OL petadpdaoel tou Goblin meplhapBavouv PBwpoloyieg,
umepPoAikd avemionueg MeTadPpACEL KAl Katd OSlootipata Tmapwdieg Tou
TIPWTOTUTIOU KELUEVOU OE QUMAVINON TPOC TN YAWOOLKN Kot lGeoAoyikr Aoyokploia
TIOU £XEL ETUKPATNOEL OTO TMOPASOCLOKO PwWOLKO Vvoice-over. Metadppaouéva
KOUMATIO OO T Talwieg pmopolv va KatéBouv Swpedv wg apxela mp3
(mephappavouv poévo tn pwvr tou Goblin, xwpi¢ Tov aubevtikd nxo tTng tawiag)
amno tnv lotooeAida tou Puchkov. Eivai, Aoutdv, éva moAU mpooapuoopévo €idog
voice-over.

Fandubs

Fandubs n fundubs elvoal £paolTEXVIKEG HETAYAWTTIOEL TNAEOMTIKWY OELPWV,
KWoUpévwy oxebiwv (Kuplwg anime) Kal TPEWAEP TOWLWV TIOU SeV €XOUV AKOUN
KukAodoprioeL otn xwpa TN yAwooag-otoxou. Ta fandubs mpaypatomolouvtatl
ouvnBwg amod dav avtwv tTwv eldwv ~ kateBalouv Ta KeipHeva TG TAWIOG A0 TO
SlabikTtuo Kal, XPNOLUOTOLWVTOG Eva TPOypaupa enetepyaciag Pndlakou nyouv,
enegepyalovral 1} dtaypddouv TNV NXNTIKH EMEVOUON TOU APXLKOU KELLEVOU KOl TNG
OPXIKNAC NXoypadnong Kal EL0AYOUV TO HETAYAWTTIOUEVO KOUUATL TTIOU hxoypadouv
oTOo omitL pe tn BonBela evog pikpodwvou. Eva amo ta mo SnuodAn mpoypappata
yla tn dnuoupyia twv fandubs eivat to Windows Movie Maker. Kamoleg ¢popég
vpaddovtal fundubs, wote va TOVIOTEL N TMVEUPATWONG KAl XLOUHOPLOTIKN ¢uon
oUToU TOU €160UC OTUTLKAG LETAYAWTTLONG.

AKOUOTIKN TTEPLYPaPN

TéAog, n akouotik Teplypadn ywa tudbAolg kot apPAVwmeg eival éva €idog
HETAPPAONG TTIOU OTOXO EXEL VA EVIOXUOEL TNV POCBACLUOTNTA AUTWV TWV OTOUWY
Kal xpRleL xwpLotng oulntnong. Nevikad, evrtomilovtal TUAMATA TNG Tawiog mou Sev
nepthapBavouv SLaAoyo, NXo 1 e8LKA €€ OXETIKA UE TNV TIAOKI KOL ELOCAYETAL VEQ
NXNTKA emévéuon otnv omoia pia pwvr) €KTOC¢ 0080vng (évag MapacKNVIOKOG
OXOALAoUOG, SnAadn Hla tposyyeypapévn dwvh n omola l0AyeTal oTNV Tawia n
To Bivteo) meplypadel Tt cupPaivel otnv 006vn. H meplypadni avti meplhapPfavet
AEMTOUEPELECG YL TO MAATO, TNV evlupacia TwWV XAPAKTNPWY, TIG TPAEELS TOUG, TLG
KWVNOEL TOUC KATU KOl ETUTPEMEL OTOUC TupAoUG Kal Toug OapPAUwWMEC va
akoAouBrjoouv tnv Aok, poodidovtac mapaAAnAa cuvoyxn otoug StaAoyoug Ka b’



OAn t Sdpkela tnG tawiag. Z0pdwva pe tov Diaz Cintas (2008, 7) «H akouoTtikn
nieplypadn ouviotatal otn HETOTPOTI TWV EKOVWVY Ot AEEELG, OL OMOLEG EmelTa
OMAoUVTOL KATA TA OWNMNAQX  HECOSLOOTAUOTO  TWV  ONMTIKOOKOUOTIKWY
TIPOYPOUMATWY N TwV {WVTOVWY TAPAoTACEWV». OL OTMoudEG petadpacng Kal
dlaitepa oL oMOUSEG OTTIKOOKOUOTLKAG METAdpaONG TAEOV TEPAAUPBAVOUV QUTH
TNV TPAKTIKR OTO TPOYPAUUO Omoudwv Toug, pall pe GAAeg ueBbOSoug
OTITLKOAKOUOTLKAG pHetadpaons. H oulntnon, wotodco, cuveyiletal, kabwg mpokeLtal
yla evboyAwoolk adriynon mou cuvioTatal oTNV AMOKW3LKOTIOINoN TwV EKOVWY
KAl TN METATPOT TOUC Ot A£€EELg, KATL TOU O Popav Mdkoumnoov amokaAoUoe
SloonNUELWTIKA peTtadpacn, kal oMol ev tnv Bewpouv (dtayAwaoolkn) kavovikn
HeETAadpaon PE TN otevn €vvola. H akouotikn meplypadn nepllappavel pebodoug
HEPLKEG, OTWC ELVOL N OKOUOTLKN €loaywyn (yla tawvieg aAd Kol yla ekB€oELg, yia
GAA\a TtpoypApMATA KATT), Ol NXNTIKOL OXOALOOUOL yla €KBECELG KOL O OKOUOTLKOG
UTTIOTITALOMOG, SnAadn n avayvwon UToTITAwV anod £EVEG UTMOTITALOMEVEG TALVIEG yLa
atopa He mpoBAnuata 6paonc.

MéEBobdolL Baolopéveg o€ ypamTO UETADPACUEVO 1) UETAYEYPOAUUEVO KELUEVO
TIOU €loAyetal mavw 1 SimAa otnv 00d6vn oOmou dailvetal to MPWTOTUTIO
Kelpevo: Emegnynuatika keipeva (Captioning)

YrotutAtouocg

O umoTltALlop6G, 6nw¢ dSnAwVEL N ovopacia Tou, cuVIioTATOL OTNV EVOWUATWON EVOG
ypamtol Kelwévou (umotitAwv) otn yAwooa-otdxo, otnv 08ovn omou mpoBaAAetal
HLOL TOLWViOL OTNV apxikn TnG £€kdoon, £T0L WOTE OL UTIOTITAOL VO GUUTILMTOUV KOTA
Mpooéyylon He Ttoug OlaAdyou¢ twv nBomowwv TG 000vnc. ‘Exouv ypadel
TIEPLOCOTEPQ YLOL TOV UTIOTITALOMO art’ O,TL Yl TN UETOYAWTTLON, ETELSN, YEVLKA, EXEL
600el peyaAutepn mpoooxy 0to GOLVOUEVO TOU UTIOTITALOMOU O XWPEG Omou
armoteAel ouvnOn TPAKTIKA. ZTIC XWPEG OMOU TPOTLUATOL N HETAYAWTTION EXEL
ekONAWOEL HIKPOTEPO aKASNUAIKO evllopEpPOV yla TN OUYKeEKPLUEVN HEBoSO. Ta
£€pya tou lvarsson (1992) kat twv Ivarsson kat Carroll (1998) mpood€pouv Lo armo Tig
TILO OAOKANPWUEVEC AVOAUCELG TNG €V AOYWw PEBOSOU OMTIKOOKOUOTIKN G LETADPAONG
" blaitepo evlladpépov oe QUTEG TG MeEAETEC mapouotalel n oulAtnon yla TNV
TEPAOTLA TAXUTNTA UE TNV omola pmopel va dtafdcel to avBpwrivo patt (mapoAo
TIou n Méon Taxvutnta avayvwong ot HMNA elvat 200-300 Ag€sic to Aemto, ol
ouyypadei¢ autol umootnpilouv TWC oL &VAAIKEG Hmopouv va StaBdcouv



YpPNyopotepa) o€ cUVOUAOUO HE KATIOLOUG TEXVLKOUG TIAPAYOVIEG TIOU ETUTPETIOUV
TIEPLOOOTEPOUG XOPOKTAPEG AVA YPAUUR OAUEPQ, OUPLOBNTWVTOG TNV EUTELPLKA
Baon ylwa TOUG UPLOTAPEVOUG TEPLOPLOMOUG XWPOU Yylot Toug umotitAoug (35
XOPOKTAPEG avA ypaAUMn, HMEON TaxVuTnTa avayvwong 12 XOopoKTNpeG TO
SeutepOAemTO KATT). YTIAPXEL EMiONG TO AVOAUTIKO, AemTopePEG €pyo Tou Diaz Cintas,
dnuootevpévo ota omavika (2001; 2003) kat ota ayyAika (Diaz Cintas kat Remael
2007), mou gotldlel otn LeTadpoon MeEPLOCOTEPO art’ O,TL oL HEAETEC ToU lvarsson. Ot
ouyypadeic autol Loyupilovtal mweg «olL Kavoveg kol ol cupPaoelg e€eAiooovtal
TOXEWG OTOV UTOTITALOMO Kol N €Aeuon twv DVD €xel amoteAéoel évav amd TOuG
ONUAVTIKOTEPOUG KATAAUTEG 0TO enmdyyeApa. Ocov adopd Tnv TaxUTNTA OVAYVWOnNG,
oL 180 A&€elg to Aemto yivovtal otadlakd 0 Kavovag C€ QUTO TO VEO HEDO, E KATIOLEG
eTALPELEC va EETEPVOUV QKON KOL QUTO TOV OpLOUO.»

OL tpOSpOOL TWV UNOTITAWY, YVWOTOL w¢ PeTOTITAOL (oL oTtoiot
nipoépyovtal anod T PwPéc tawieg, alAd xpnoluomololvTal UEPIKEC POPEC yla
aLodNTIKoUC N adnynuatikolg Adyouc o€ Tawvieg onuepa), petadppalovrav yprnyopa
OTLG YAWOOEC-0TOXOUG KAl WG EK TOUTOU, N HETAdPAON HECOTITAWVY UTIOPEL ETiONG VA
BewpnBel wg UTIO-UEBOSOC OTTTLKOOKOUOTLKAG LETADPAONG.

YrepttAiouog

O unepTITAIOPOC, o €10IK Hopd UTOTITALOMOU ylo BeaTpIKEG KOL OTIEPATIKEC
TIAPAYWYEC, UIMOPEL va eivat Kat SLayAwoolkog kat evEoyAwaoaolkog. BonBael to kowo
VO KATAVONOEL TOUG SLAAOYOUG TWV XOPAKTAPWYV 1 va akoAouBnoeL Tnv untdBeon tng
omepag. OL unotithol cuvnBwg mpoParlovtal og plo 086vn Tou BplokeTal MAVW
amo tn oknvn (g€ ou Kal n ovopaoia UTEPTITAOC) OTO TPOCKAVLO, OTIOTE TO KOLVO TTOU
KaBetal oto Beswpelo pmopel va mopakolouBel to Beatplkd 1 TNV OmMeEpPaA Kol
Toutoxpova va Stafalel Toug UTIOTITAOUC ) UTEPTITAOUC UE TN UETAdpAcn N TN
petaypadn twv dtahoywv. ANa onueia tou Bedtpou R TNG AUPLKAG OKNVAG, amod ta
omolia n oknvh &gv paivetal 16oo kaAd, cuvriBwg SLabEtouv PIKpEG 0B0VES 0TO Ttiow
HUEPOC TWV KOOLOUATWY OTLG OTtOLEC TtpoBAaAAovVTaL OL UTIOTLTAOL.

Entavekpwvnaon (Respeaking)

O Twvtavog UTOTITALOMOG 1) emavekdwvnon sivatl AAAN po péBodog mou Bploketal
KATIOU METAU TaUTOXpovNnG SLEpUNnVELAC KAl OMTIKOAKOUOTIKAG Hetadpaong. Elval
HLOL TEXVIKN KOTA tnVv omola eudavilovtol umOTITAOL 0TO KATW MEPOG TNG 00d6vng
Kata tn dapkela plag {wvravng petadoong (Romero Fresco 2011). Ot diepunveic
XPNOLUOTOoLloUV €vav UTIOAOYLOTH HUE AOYLOULIKO avayvwplong ¢wvng (ViaVoice,
Dragon Naturally Speaking kAm), To omoio €xouv mpwta eknmaldeVoEL va avayvwpilet
™ dwvn Toug Kal akoULve TN {wvtavi HETAd00N HECW AKOUOTIKWY (MapoAo Tou n
HEBOSOG auTh XPNOLUOTOLE(TOL KOL YLO HOYVNTOOKOTINHEVEG HeTadooelg). O



Slepunvéag akoUEeL TouC SLAAOYOUG TwV XapaKTApwVY A tn dwvr Tou adnyntr Kal Ta
Eavadlafalel pe Sikd tou Aoyla, cuvnBwg cuvoyiloviag Toug apxlkoug SLaAOYoUG
o€ peydlo Babud, wote n avapetadpacr TOUG va XWPAEL OTO XWPO YLot TOUG
UTTIOTITAOUG TIOU OnULOUPYEL TO TPOYPOAUUA AOYLOULKOU OTav enefepydletal TLG
PodOPIKEG TPOTACELS. To TMpPoypaupa avayvwplong ¢wvng Oev umopsl va
avayvwpioel toug Slaloyoug aneuBeiag anod tnv 086vn Adyw TG KAk moLotnTag
™G TNyng nxov, twv Axwv oto background, tou BopuBwdoug meptBarlovtog, Twv
€vtovwv podopwv KATL. O {wvtavog UTTOTITALOUOG ouvBwE TPy LATOTOLOUVTOV UE
N Xprion Texvikwyv Saktuloypadnong kat otevoypadiag.

YrotutAlouoc yla kweouc kat Bapnkooug

O uMOTITALOMOG Yo KwdoUug Kol Paprkooug amoTeAEl aKOUN MO UETADPAOTIKN
HEBOSO TIOU XPNOLUOTIOLE(TAL yla val EVIOXUOEL TNV TPOOBACLUOTNTA ATOUWY UE
MpoBARUATA aKONG 1N ATOHWV HeyoAUTEPNG NnAkiag 1 allodamwv. [eVIKWC,
TPOKeLTaL Yo evOoyAwaoolkn petadpacn (Umopel va eivat kat SltayAwoolkr), aAda
OTIOVIWG) TIOU avamapAyeLl Toug SLAAGYOUG TWV XAPAKTHPWY, ETOL WOTE OL UTIOTLTAOL
va epudavifovral otnv 066vn TNV wpa ou ekpwvouvtal. e avtiBeon pe To {wvtavo
UTIOTITALOMO, N H€EBOSOC autrh XPNOLUOTOLE(TOL Yyl HOYVNTOOKOTNUEVA
TIPOYPAULOTO KOL 0’ QUTHV Xpnolpomnolouvtal xpwuata yia va dtadopomolovvtal ot
XOPAKTNPEG (KaBwg éva Kwdo Koo Sev PMOpel va avayvwpiloel TNV mnyn HULag
dwvNng ektdg 006vNG R vog avBpwmou Tou UAA LE TNV TTAATN TOU YUPLOKMEVN OTO
KOWVO 1 TIG OKNVEC e TANB0C KOOpOoU), NXNTIKA epé avamapdyovtal (Le cUpBoAa f
OVOHOTOTIOLNMEVA), UTIOTLTAOL YLa AXOUG 1 Tpayoudla TomoBeTouvTal HEPLKEG POPEC
OTO MAVW MEPOC TNG 000vNG (OTav oL UTIOTLTAOL PEe Toug SLaAoyoug epdavilovtal oto
KATW UEPOG) KATL. OL UTtOTITAOL AUTOU Tou €idoug ouvnBwg mapapévouv otnv 00d6vn
yla LeyaAUTEPO XPOVLKO Sldotnua, wote va dtaBalovral eukoAdTepa, KaBwg toAAol
kwool Stafdalouv pe duokoAia * eite Slafdalouv pe Mo apyoug puBuoug elte
gudavifouv aAlou tumou duckoliec. Mpayparty, n availuon mou SnUoolevdnKe amo
v Ofcom (2005) Seiyvel taxvTnTeg XaunAoTEPEC amod 140-180 Aé€elg to Aemto. Ou
UTIOTITAOL pmopel va KataAapPAvouv €we Kal TECOEPL( YPAUUEG, KATL TOU
OUOKOAEVEL OKOUN TIEPLOCOTEPO TNV AVAYVWON TOUG, AAAQ avarmapdyouv Tiotd 6éoa
Aéyovtal otnv 08ovn. H «miotoétnTto» 0TNV avanapaywyr] Twv UTIOTITAWV anoteAel To
OVTIKELUEVO HLOG LEYAANG oulATNONG — MEXPL OTLYUNC AAUTNG — OXETLIKA LIE TO QV OL
UTIOTITAOL Yl KWw@OoUC TIPEMEL va aVOTOPAyouv OAa 0ca Afyovtal otnv o0Bdvn
(autoAetel), omweg umootnpilouv OUAdEC KAl EVWOEL Kwdwv, 1 av TPEMEL va
ocuvoyilovtal oL mMAnpodopieg OTWG oTNV MEPLMTWON TOU CUUPBATIKOU UTOTITALOUOU,
OTWG MPOTEIVETOL Ao EMAYYEAUATIES KL AKASNUATKOUG.

Fansubbing



Fansubs, fansubbing 3 subbing ovoudZovtal gpaocttexvikol UMOTITAOL TNAEOTITIKWV
OElpWV, KWoupévwy oxedlwv (kuplwg anime) kal tawilwv mou Sgv €xouv akoun
KukAodoprioeL otn xwpa TtNG YAwooag-otoxou. Onwg oupPaivel kal PE TO
fandubbing mou neplypadnke vwpitepa, avtoi cuvnbwg dnpoupyouvral and ¢av,
oL omoiot katefalouv TO oOevapla omd TO SLAdlKTUO KAl XPNOLLOTOLOUV
TIPOYPAUMOTA EMEEEPYACIAG OTOV UTIOAOYLOTH YLOL VO ELOAYAYOUV VEOUG UTTOTITAOUG
TOUG omoioug dnuLoupyolV OTO OTITL XPNOLUOTIOLWVTOG SwPEeAV AoylopLko. Eva amnd
Ta o SnuodlAn) poypappata ya T dnuioupyia twv fansubs eival to Subtitle
Workshop, evw xpnotpomnolouvtal eniong kat ta Aegisub, Pinnacle kat BsPlayer. Ot
dav avePfalouv To UTOTITALOMEVO Keipevo oto Sladiktuo, mpagn yla tnv omoia
UTIAPXOUV SLAPOPEG VOULKEG CUVETIELEG TIOU UITOPEL VA UTIOOTOUV, aVAAoya Tn Xwpa.
To fansubbing eivat cuvnBw¢ Alyotepo 0pB660€o amd to CUUPBATIKO UTIOTLTALOUO:
UMOpOUV va xpnoLldomolnBolv xpwuata, oL umoTitAol pmopel va eudavilovral
omoudnmote otnv o0Bdvn (MAvw 1 KATw amd Tov OouMtAolvVIa N OTo TAAL),
XPNOLLOTIOLOUVTOL TIEPLOCOTEPOL XAPAKINPEG o’  O,TL OoToUG GCUMBATIKOUG
UTTOT(TAOUG, Ol YPOUHUATOOELPEG UTTOPEL VO TTOWKIAOUV KaTA TN SLdpKELa TNG Tawiag,
ol petappAoelg eival ouxva o peydlo Babuod EevomolnTikeG, amatteitol HeyaAUTEPN
ToXUTNTA OVAYVWOoNG am’ O,TL ylo Tou¢ cUPBATIKOUC UTTOTITAOUG Kal Ta AOLTAL.

AAAeG péBodol

AMoL ouyypadeic otn BBAloypadioc TNG OMTKOOKOUOTLKAG HETAPPACNS
avadEpovral o aKOUn TeEPLOcOTEPEC LeBOSoug. O Bartoll (2008), yia mapdadeyua,
avadépel tn Stepunveia vonuatikng yAwooag, n omoia, de60UEVNC TNC VOULKAG
ovayvwpLong, TN avaykolotnToG KoL TS XpNOLULOTNTAC TNG VONUATIKNAC YAwooag, Ba
Enpene va Bewpeital w¢ onmtikoakouoTik péBodog amd kabe damoyn. O Bartoll
eniong avadépel tnv €€ oPewg petadpaon oevapiwv (mapdAo mou o auth TNV
Teplmtwon 6&v UTIAPXEL OTITIKOAKOUOTIKO oTolxelo) kal tn Stadoxikny Slepunveia,
TAPA TN OMAVLO TIOPOUCIA TOUC OTNV OTTIKOAKOUOTIK ayopd. Ta remake Oev
Umopouv va BewpnBouv pEBodoL OMTIKOOKOUOTIKNAC HETADPAONC, OTIWE TIPOTEIVEL O
ouyypadéag. AvtiBETwg, eival KwnuatoypadlkeG SLAOKEVEG OTIC OTOlEG €val VEO
kelpevo Paoiletal oe éva mMpPonyouUPEVO, OTWG OTLG OAUETPNTEC TALVIEG OL OTOLES
Baoilovtal oe AAAEC TOLVIES, O puBLoTOprHaTa, BEaTPLKA €pYQ, KOULKG KATTL.

Ou Bartolomé kat Cabrera (2005), peta tov Chaume (2004), avayvwpilouv Kot
™ ouyypaen oevapiwv yla Kiwouueva oxedla wG HEBOSO OMTIKOAKOUOTIKNG
puetadppaons. H pébBodog autn ocuviotatal otn dnuloupyila ypamtwyv SLOAOYywV ylo
Kelpeva Klvoupévwy oxedilwv Ta omoia Snuoupyouvtal Kot SLavEUoVToL oTnV ayopa
xwplg Staddyoug, éva eidog ocuyypadng oevapiwv oe KABe yAwooa-otoxo mou
Baoiletal oTIC EIKOVEG TOU KELEVOU Kal Apa MOLALEL UE TNV OKOUOTIKN Teplypadn.
OL BouPég elkoveg, ouvnBwg KlvoLpeva oxéSla oxedlaopéva OToV UTOAOYLOTH,
nipoBaiAovtal Kal ypAdeTaL EVOl OEVAPLO TIOU VA TALPLALEL OTO VONUa KABE €IKOVAG.



H epyaocia autr 6lvel Tnv eukalpia oToug PETADPAOTEG VO XPNOLLOTIOLOOUV TNV
SNUOLPYLKOTNTA TOUG, TPOCHETOVTAC OE QUTEC TIG £LKOVEC SLaAOyoug, oL omoiol
TIPETEL VOL CUMUOPDWVOVTAL UE TOUG KOOLEPWIEVOUG TIEPLOPLOMOUG METAYAWTTLONG
TwV dWVNTIKWY, KWWNTIKWV KAl LoOXPOVWV CUYXPOVIWY, aAAG Kol SLoTnpwvToG [
ouvoxn ME TNV MAOKA ToU adnyouvial oL €lKOVeG. H dnuloupylkotnta Tou
amalteltal yla tnv epyooia avty pmopel (kat Ba €mpeme) va evioxVetal and tnv
gUnelpia Tou petadpaaotr) anod TNV eVooxOAnon LE MPWTOTUTIOL OEVAPLA KAl KUPLWE
HE TIAAQLOTEPEG UETADPACELG OTITIKOOKOUOTIKWVY KELUEVWV.

OuL Bartolomé «kat Cabrera ocuupmepllapfdavouv emiong ta remake, mou
avadépbnkav mopamdvw, TN Uetadpacn ocevapiwv (mou Bupilel mepLoocoOTEPO
AOYOTEXVLKI TAPA OTITIKOOKOUOTLKI HETAPPACN) KAl TN HETADPACH TTOAUPETWY, YLa
va avadepBolv og auTO TOU €ival yVwoTO WG TOTIKI TTPOCAPUOYN TWV TPOIOVIWY
TMOAUMECWY, MLOL TIPAKTIKR Tou  ouvdudlel tn HeTAdpAcn TPOYPAUUATWV
NAEKTPOVIKWV UTtOAoyLoTwv (ouvrnBwg pe apxeia Excel) pe tn petadpaon Staldywv
(neTayAwTttion) kat tn petddpaon EUPOALUWY OKNVWV KAl ETEENYNUOTIKWY KELLEVWV
(urtoTITALOWOG). Agv TIPOKELTAL, EMOPEVWG, VLA HLa VEQ HEB0SO aAAd yla cuvSuaouo
Sladopwv pHeBOSwv.

Tpéxouoeg aAAay£G oTNV Ayopa TNG OMTLKOAKOUOTIKAG HETadpaonG

Mpoc tov unoTttALlouo

AKOUN KOl OE XWPEG OTMOU ETUKPOTEL N METAYAWTTLON, O UTOTITALONOG Oev eival
AYVWOTOG. Z€ QUTEG TIG XWPEG UTNPXE TAvTA {ATNON yla TALWVIEC OTNV APXLKN TOUG
version (umoTtttAlopéveg) amd tnv eAit. MAéov popdwpévol avBpwrmol vedTepNG
nAkiag emiong ekppalouv TNV MPOTIUNCH TOUC OTLC UTTOTITALOUEVEG OPXLIKEC version
ovtl yla T UETAYAWTTIOUEVEC, ETUKAAOUUEVOL OLOBNTIKOUC Kol KOAALTEXVIKOUC
AOYOUG. Z€ €UPWTAIKEG XWPECG OTIOU ETUKPATEL N UETAYAWTTLON, YL TAPASELyUQ, N
T(PAKTLKN VO UTTOTLTAL{OVTOL OPLOUEVEG TALVIEG yiveTal oAogva Kat Tilo SnUodAng. Me
™V elcaywyn twv DVD kat twv Blu-Ray w¢ ta Baoikd péoa yla va mapakoAouBroet
KOVELC TaLViEG KOl TNAEOTITIKEG OELPEC OTO OTITL, O UTIOTITALOMOG €XEL YiveL
KOOLEPWUEVN EMAYYEAUOTLKA TIPAKTLKA (av Kal OXL KaBlepwpévn ouvrnBeLa) o XWPEG
ornou mapadoolakd petayAwttilouv. ZuvABwC XPNOLUOTOLOUVTAL OLKOVOULKA
KpLtipla yla va anodaoctotel av pla tawia Ba petayAwttiotel [ Oa umotitAtotel. OL
EUTOPLKEG TaALlVIiEC, WOlaitepa otn Bopela Apepikr), ocuvnBwg petayAwttilovral yla
HEYQAUTEPN QmMAXNON KOl TIEPLOCOTEPA KEPSN QMO TA ELOLTNPLN, EVW TALVIEG
KOAAALTEXVLKOU KLVNUaToypAdou mou anoteAolV Pelovotnta ouvrnBwc umtotitAilovtal
yla HLKPOTEPECG, Alyotepo dnuodileic aibBouoeg mpoPoAng. Eival BEPalo mwg n



TIAPOUGLA TOU UTIOTITALOMOU OTLG XWPEG IOV ETUAEYOUV TN HETOYAWTTLON €lval TIOAU
pHeyaAutepn am’ o,tL ocuvnBw¢ davraletal Kavelg, eite oe tawieg, oe DVD, oto
Sladiktuo eite oe véa mepLBAAAovTa OTWG ETALPLKA KL EKTTOLOEUTIKA Bivteo KATL.

H taon auty eivat eudavig kat otn OSwadniuon. OL Xwpeg Tou
peTayAwTttilouv poBAaAAouv OG0 KoL TIEPLOCOTEPEG UTIOTITALOMEVEG Sladnuioelg otn
HKpR 0806vn kat to Stadiktuo. O UTIOTITALOUOG KaBLoTd eUKOAOTEPO va PpoPANBEL n
dla Stadpnuion oe OAeg T XwWpPES (maykooplomnoinon). Eival pa Stadikaoia moAv
amAovuotepn Kol Alyotepo Samavnpr amd Tn UETOYAWTTION KoL TPOOHEPEL TNV
npooBeTn euxoplotnon va okoUG TIC TPOYUOTIKEG PwveéC. Emiong, emutpémel,
OUYKEKPLUEVQ, TNV TPOOBOON OTOUC CUVELPHOUG — TIpAyUa BETIKO amd amoPews
Qyopag - mou KABe YAwooa Kal TIOALTIOUOG UMOPEL va TIPOKAAECEL 08 AAAEG XWPEG
KOl KOLWVOTNTEG: TO va akoUG pia Stadnuon yla éva avauktiko [ unupa ota
QYYAKQ, yla Eva Apwpa oTa YOAALKA, Yo JUHOPLKA oTa LTAALKA 1 yla €val aUuTOKIvNTO
ota yeppavika. Ot cuvelppol autol Pmopouv va KAVOUV TO TIPOIOV TILO EAKUCTLKO OE
HEPOC TOU £€VOU KOLvOU TO OTOLO ETELTA CUVOEEL TA TIPOIOVIA UE OUYKEKPLUEVEC
Betikég aflec.

KArmoleg amo Tig XWPEG mMou €Xouv ULOBETAOEL TN peTayAwTttion sudavilouv
€MIONG ULOL TAON TIPOC TOV UTIOTITALOUO KIVOUHEVWVY OXESLWV yLa maudLd, e oKomo va
Ta BonBrioouv va pabouv Eéveg yAwooeg, Kupiwg ayyAlkd. H péBodog autn eivatl
KATwg mapadofn. To Kowo HKpOTEPNS NAKLaG Sev lval akoun tkavo va Stafacel
(otn &N Tou YAwooa, MOow HAAAoV ota ayyAlka). EutAéov, akoUn Kol OTLG XWPEC
OTIOU ETUKPATEL O UTOTITALOMOG, Ta €éval KlvoUupeva oxESla eival ocuviBwg ndn
HETAYAWTTIOMEVA. MOALG Tl MOSLA ATMOKTACOUV ULA AVECH HUE TNV AVAYVWON, ylo
napadelypa av ta Kivoupeva oxedla anevBuvovtal og matdld avw twv 9 1) 10 eTtwy,
TOTE UMOPOUV VA UTIOTITALOTOUV YLOl QUTOV TO OKOTO, HUE TaxUTNTa OvAYVWOoNG
eAadppws UIKPOTEPN ATIO TNV KAVOVIKN KOL PE XOPAKTNPEC VA UTIOTITAO KoL ava
YPOUU AlyOTEPOUC O auToUG Tou cuvnBilovtal oto cUPBATIKO UTIOTITALOUO —
6nAadn, Ayotepoug amd 35 YAPAKTNPEG OavA YPOUUA KAl ToXUTNTA OvAyvVWwong
HLKpOTEPN amo 12 xapaktipeg to deutepolento. Qotdoo, Ta KvoUueva oxedla yla
madld pkpotepa Twv 9 | 10 etwv dev Ba €mpemne va umotitAilovral, KaBwg akoua
KOl Ol HLKPOTEPEC TAXUTNTEC avayvwong Sev gival KOTAAANAEC yLa TNV AVAYVWOTLKA
LKOVOTNTO TOOO UIKPWV Ttaldlwy. 2e KAOe meplmtwon, 0 UTIOTITALOUOC WG EPYAAEio
yla TNV ekpabnon pag €€vng yAwooag XpnoLUomoleital OAO Kal TEPLOCOTEPO OF
XWpPeG Tou ouvnBwg umnotitAilouv, oe evoyAdwooa pabriupata KAl oTo OTiTL oo
HETAVAOTEG Kal aAlodarmoug, yla va pdbouv tn YAwooo T xwpag urtodoxng Toug

ypnyopotepa.

To fansubbing eivat éva ¢patvopevo mou yivetat 6Ao kat 1o dnuodAég, 1600
€MELSN ouveEXWE AUEAVOVTAL EKELVOL OTOUC OTOLOUG apEaouV E£va, KUPLWE LOTMWVLKA,
TPoiovVTa, 000 Kal €TELSH TO AOYLOULKO YLO TOV UTIOTITALOUO VWV TIPOIOVTIWVY OTO
ority, To omolo ta kabiota Stabéowa os dav oe 6Ao Tov KOOUO, SlatiBetal Kot
Xpnolgormoleitat 6Ao kot 7o eUKoAa. Me TapoOuolo TPOTMo, VEA €i6n Onwg



Bwrteomalyvidla Kol HEPIKEG €POPUOYEG YylaL KWVNTA KoL TAMMAET xpelalovral
unotitAoug, 1600 SlayAwoolkolg 600 Kol evOoyAwoolkoug, avoiyovtag €tol tnv
ayopd o€ auti TN MEOBOSO OMTIKOAKOUOTIKAG HeTAdpaong. OL €PEUVNTEG
cupnmeptAapPfdavouv TA auTA Ta €6n Kat TG HEBOSOUG OTOV KOOHUO TNG
OTTIKOOKOUOTLKNG HETAPPATNC.

TéAog, n aufavouevn TAON TPOG TOV UTIOTITALOUO e€QUMAWVETAL OXL LOVO OE
XWPEG TOU €XOouv ULOOETNOEL TN METOYAWTTION, OAAQ KOl O XWPEG Omou
mapadOoLOKA XPNOLUOTIOLEITAL TO Voice-over w¢ YeVIKI) HEBOSOC OMTIKOAKOUOTLKAG
uetadpaong, onwe otnv MNolwvia (Bogucki 2004; Chaume 2012), omou pmopsetl
KAVELC va amoAaUoel OAO KOl TIEPLOCOTEPEG UTIOTITALOUEVEG TALVIEC OE LOLWTIKA
TNAEOTITIKA KAVAALQ KL OTOUG KLVNUaToypadoud.

MNpoc¢ ™ uetayAwrtrion

Evw n Tdon mpog Tov UTTOTITALOUO UTTopEl va punv pokaAel kmANEN, onweg ¢aivetat
ota mapandavw mapadelypata, ow¢ n mapdAAnAn auvavouevn Tacn otnv ayopad
TPOC TN METOYAWTTION va €lval Alyotepo avapevopevn. MNa mapddelypa, otnv
MoptoyaAia, plo xwpo He omoudaia mMapdadoon OTOV UMOTITALOMO, TO HepidSlo
OKPOOMOTIKOTNTAG TWV UETAYAWTTIOUEVWY TIPOIOVTIWY aufdavetal. e mpoodatn
€peuva n Chorao (2011) Swamioctwoe OTL N HETAYAWTTION EVWV TIOPAYWYWV OTLC
TIOPTOYAALKEG 000VEC £XEL EEMEPATEL TOV UTOTITALOMO. Mpoypdppata onwg n Xava
Movtava (Richard Correll, Barry O’Bried kat Michael Poryes 2006) petayAwTttilovtal
OAO£va KOl TIEPLOCOTEPO OTA MOPTOYAALKA KAl N mpoodatn dpucn tou Kopudaiou
LOTIAVIKOU  OoToUvVTIO petayAwttiong Soundub otn  Awoafova  daivetar va
emBeBalwvel OTL autr n taon APOe yla va Pelvel.

AM\EC XWPEG TIOU KATA KUPLO AOYO ETUAEYOUV TOV UTIOTLTALOUO, OTtwG N Aavia,
€XOUV TIELPOUATIOTEL TIPOOPATWE HE METAYAWTTIOUEVEG TOLVIEG YL HLKPOTEPEC
NAKIEG, OMwG HE TNV Towia Adokado¢ yia KAauata (The Nutty Professor, Tom
Shadyac 1996), yla va 8Lamiotwoouv av, yla auto to €606 Tawvwy, N LETAYAWTILON
Slatnpel TNV KwULKOTNTA 1 TV aiobnon Tou xlouUop TNG MPWTOTUTING Taviag o€ Lo
tkavormolntikd Babuo. To kivntpo o auth tnv mepinmtwon ival owovouko, adou
KATOLEG KWUwSOieg, Otav umotitAlotnkayv, 8ev onuelwoov TNV E€mituxia mou ot
Slavopeic Ba emBupovoav. Itnv nepinmtwon tng NopPnyiag, o Tveit (2009) emiong
SlamIOTWVEL OTL HEPIKEG €PNPLKEC TNAEOTITIKEG OELPEC KOL TALVIEG €XOUV E€TioNC
HUETAYAWTTLOTEL, e oKoTo va e€aodalloTel n eUmopLkA Toug emttuyia. Ta melpapata
outd kaBlepwvovtal oTl TNAEOmMTIkEC 000veg kal Katd maca mbavotnta
TIPOUNVUOUV TN HOVIUN TIOPOUCIa TNG UETAYAWTTIONC OE OQUTEG T XWPEG, OV KOl
oUTN TEPLOPLIETAL O OUYKEKPLUEVA TNAEOTITIKA £(6N KOl OE CUYKEKPLUEVO KOwo. O
OYKOG TWV UETOYAWTTIOHEVWY Ttpoloviwy €xel auénBel kat otn Pwoia (Chaume
2012), 6mou mapadoolakd XPnOoLUOTOLELTAL TO Voice-over yla Tn petdadpacn Evwv
mapoywywv pubomAaciag.



AN\ onupavtikn Tdon Tou Toapatnpeitatl eivat Ot petayAwtrtifovral
OCOTTOUVOTIEPEG E TIPOEAEVUON MO TN AATWIKA AUEPLKA Kal TNV Toupkia o€ XWPES
TIOU €XOUV ULOBETAOEL TOV UTOTLTALONO, Omwg eivalt n EAAASa, to Mapodko, n
AlyuTttog, n lopSavia kat GAAeG xwpPeS TNG Bopelag Adpkng. ITIG apaBodwveg XwpPeS
Kat tnv EAAASQ, oL MPWTEC METOYAWTTIOUEVEG version auTtoU Tou €EALPETIKA
dnuodholg elboug apéowg o8rnynoav TG COMOUVOTIEPEG QUTEC OTNV Kopudr TNG
tNAeBEaong, yeyovog mou Oeixvel OTL (OWC N UETOYAWTTION VA €XEL OLKOVOLKO
HEANOV O€ QUTEG TLG XWPEG.

Oocov adopad AAAec taoelg, to ¢awopevo tou fandubbing — onwg to
fansubbing (Diaz Cintas kat Mufioz 2006) - eniong e€amAwvetal ypriyopa o€ 6Ao Tov
KOopo. Mmopel va Bpet kaveig fandubs yla trailer, kivoUpeva ox€Sla kat emelcodla
TNAEOTITIKWVY OELPWV O TIOAEG YAWOOEG, AKOUN KOL OE XWPEG OTOU O UTIOTITALOUOG
Kuplapxel. Me mapouoLo tpomo, ot Stadpnuioslg e¢akoAouvBolv va petayAwtrtilovral
TOOO OTIG XWPEC TIOU ETIIAEYOUV TOV UTIOTITALOUO 000 KOl O €KEIVEC TTOU ETAEYOUV
™ petayAwttion. Ot Stadnuioslg yla tig ocokoAdteg Kinder, ylia mapddelypa, mou
0pXLKA yuploTnKav ota LTAALKA, Elvol LETAYAWTTIOUEVEG O TIOAEG YAWOOEG O OAO
TOV KOOO.

H mpoodog otov topéa tng YndLakng OMTIKOOKOUGCTLKNG TEXVOAOyLag €XEL
okoun emtpéPel va oupmeplhappavovtol TOAEG HEBOSOL OMTIKOAKOUGOTIKNG
uetadpaong oto idlo mpoiov. Me tov 6o tPomo mou ta DVD €xouv Swoel tn
duvatdtnta otoug BeaTEC 08 XWPEC UETOYAWTTLONG VA TTOPakoAouBoUv Talvieg pe
UTIOTITAOUC amAWG Tnyaivovtag omo Tn UETOYAWTTIOUEVN OTNV UTOTITALOUEVN
version oto pevol tou DVD xpnotlpomowwviag To ThAExelplotiplo, ta DVD kal ta
Blue-Ray emiong emutpénmouv oTouG OedTéC OTIC XWPEC UTIOTITALOMOU  va
TIAPOKOAOUBOUV HETAYAWTTIOUEVEG Version TOLWVLWY, OEPWV I KIVOUUEVWVY oXeblwv
(yia mopadelypa, HETAYAWTTIOELC OTA TTOPTOYAALKA Bpallhiag mou emAéyovTal oTnV
MoptoyaAia, pLo XWpPo TTou €XEL ULOBETIOEL TOV UTIOTITALOUO).

TEAOG, OTIWG KOL UE TOV UTIOTITALOMO, N UETOYAWTTLON UIMOPEL VO aIOTEAEDEL
XPNOLUOo epyaAeio yla tnv ekpadnon pa Eévne yh\wooagc, onwg deixvel n Danan otnv
€peuva tng to 2010. H petadpaon evog EevoyAwooou TPoidovTog yla LETAYAWTTLON,
KL ETIELTOL LETAYAWTTLON OTNV TAEN — XPNOLLOTIOLWVTOG TA TIPOYPAUUATO AOYLOULIKOU
Tou avadEpBnKav MapaATAvw — UTIOXPEWVEL TOUG HaBNTES va e€aoknBouv otnv Eévn
YAWooo Kal oTn HeETAdPAOT] TNG TPOG TN UNTPLKH TOUG YAWOooo, OwE Kal va padouv
TN YPOUMOTIKA Kal To AeEIAOYLO TNC.

Mpog to voice-over

Ie KAmoOwoug TO Vvoice-over umopel va dailvetat mopwynuévn pEBodOG
OTITIKOOLKOUOTLKAG UETadpaong yla €idn pubomAaociog, mou Bupilel 1 avikel os



TIEPACUEVEG ETOXEC. QOTO0O0, Mapadofws, onuadla otnv ayopd Seixvouv Mwg To
voice-over kepbilel €dadocg.

To kavaAt MTV tng Bopelag ApepLkAG €XEL EEKLVNOEL va XPNOLUOTIOLEL TO
voice-over ylo tn petadpaon kamowwv ednPikwv reality show oe xwpeg omou
eTukpatel n petayAwrttion. MNa mapadeyua, n oswpa reality A Shot at Love with Tila
Tequila (Riley McCormick kat Sally Ann Salsano 2007) amod66nke e voice-over wg
Telpapa yla va eykowiootel n péBodog oe mpoypaupata pubomiaciog (6nBev
docudrama) kal w¢ £€vag ONUOVTIKOG TPOMOG ylo va HEWwBOel To KOOTOG TNG
HETAYAWTTIONG. H petddpoaon evog mpoypdupoto¢ pubomAaociag pe voice-over o€
XWPEG Omou ouvnbilouv va petayAwttilouv amoteAel mapddelypa TOU WG O
KQVOVOLG TNG OTTLKOOKOUOTLKNG LETAPPAONG KOTAPPLITETAL 1) UTIOVOHEVETAL. KaBwg
Ta Mpoypappata pubomiaciag ocuvnBwe petayAwTttilovtal OTI( XWPES QUTEG OTNV
tnAedpaon, n UeETAdPOACH TOUC UE voice-over e€ival pla TPOKANGCN TIOU TIPETEL
TIPOTIAVTWVY VA VIVEL amodekTr) and To Kowo, Wlaitepa To Véo Kowo. To meipapa
outO umopel va amodelBel eumoplkr) amotuxia ] UMopel vo amoteAéosl pia
Kalvotopa, otabepr) taon. Npog to mapdv To voice-over XpnoLUonoLeiTal o OAO Kot
TEPLOOOTEPA TIPOYPAMMOTA Kal To dalwvopevo €xel efamlwbBel kol oe AA\a
TNAEOTITIKA KavAALa OTIWG, yLa Tapadelyua, To Energy otnv lomavia.

Eniong o apBuog twv dadnuicewv Kal Twv EUPecwy dtadnuicewv f Twv
EVNUEPWTIKWY Sladnuiotikwy mou petadpalovtal pe t HéBodo tou voice-over
auéavetal onuavtika. Idlaitepa otnv mepimtwon Twv TEAEUTALWY, TO Voice-over
HeTabibel TNV WOEa MWCE TO TPOIOV E€PXETAL QMO TO €EWTEPLKO, VW TAPAAAnAa
HEWWVEL TO KOOTOC Tou Ba amattovoe n mpooBnkn soundtrack. To voice-over
amoteAel, vyl Tmopadelypa, TNV  KaBlEpwpEVn  UEBOSO  OMTIKOAKOUGOTIKNG
puetadpaong ota kavaAia telemarketing.

TEAOG, TOL OTITLKOOKOUOTLKA LECA 0TO SLAbIKTUO €XOUV AMOTEAEDEL OXNUA yLa
™ petadoon kaBe eiboug mAnpodoplwv kot odnywwv Kol avtikablotouv To
napadoolokd péoa Omwc PPAla 1 pabApoto MPOCWTO UE TPOOCWTO  ylo
OUYKEKPLUEVOUC eKALOEUTIKOUC okomoUC. Otav BéAoupe va paboupe mwg va
XPNOLLLOTIOLOOULE HLOL CUCKEUR, va payelpEPoupe Eva dlaitepo TLATOo, va KAVOUUE
HUEPLKEG OLOKNOELG YUUVOOTIKAG N va pdBoupe omoladnmote véa dpaoctnplotnta,
ouxva otpedpopacte oe ekmaldeutikd PBivieo oto Stadiktuo. Ta TePLOCOTEPA ATO
outa ta Pivteo petadpalovtalr o GA\e¢ yAwooe¢ pe voice-over. To (8lo
mapatnpeitol og SLadIKTUaKA padrjpata Kot oepvapla — to Asyopeva webinars- kot
WOlaitepa oe etalpka PBivieo mou €xouv oxedlaotel pe okomd va TOUAGOuV
npoiovta oe O6Ao tov KOoUo. To voice-over, mopd Tn MIKPR Tapoucia Tou otov
akadnuaiko koopo (Tomaszkiewicz 2006; Garcarz 2007; Franco, Matamala kat Orero
2010), mailet {wtikd pOAO OTNV Oyopd TNC OMTIKOOKOUOTLKNC MeTadpaong. Ol
akadnuaikol v Sivouv apketr onuoocia akoun os authy tn pEBodo, Bewpwvtag,
adevog, TWC TPOKELTOL Yyl Topwynuévn HEBodo kal, adetépou, NMwG TaA



nipoypappata mou dev amotelolv mpoiovta pubomAaciag — ta webinars — dev
XpPNlouv PeAETNG, adoU avAKOUV OE PN-KAVOVLKA (6N

Mpoc tnv npooBaoudtnta

H avlnon tng omTikoakoUOoTIKNAG HETAPPACNG, WwoTOo0, Sev TepLloplleTal OTIC TPELG
pueBodoug mou avadépbnkav mapandvw. H petddpacn PeE OTOXO TNV EVIOXUHEVN
npooBaouotnta sival twpa Badld pllwuévn oTov KOOUO TNG OTMTLKOAKOUOTIKAG
HeETAPPAONG Kal SIKALWUATIKA armokaBLoTd TNV LooTNTa oTnV pooBaciuotnta yla
OKPOATNPLO KATA TWV OTOoLWwV £XOUV Yivel yla dekaetieg Stakpioelg 6oov adopd tnv
MPOoPacn OTNV EVNUEPWON KAL TNV KOUATOUPA TWV HECWV EVNUEPWONG. ZNUEPA TA
DVD eival 6Ao kal 1o mbavov va mep\apBavouv UMOTITAOUG ylo Kwdoug Kal
Baprikoou¢ Kol AKoUuoTIKH Teplypadn yla TupAoug kat apuBAVWMEG. Ta TNAEOTTIKA
KaVAALa £O0UV TIAPEL TN OKUTAAN Kal KABe xpovo mapatnpsital avénon otov apldud
TWV TPOYPAUUATWY TIOU £XOUV UTOTITAOUG N adrnynon HE XPnon outwv Twv
HEBOSWVY. Ol VOUIKEG KATEUBUVOEL O OAO KOl TIEPLOOOTEPEC XWPEC EMioNg
KaBLoTOUV OTASLOKA UTIOXPEWTIKO va SLaBETouv OAa T TTPOYPAUUATO UTIOTITAOUG
yla kwdou¢ ~ otnv lomavia, yla moapdadetypa, €xel §00el evtoAn ot umoTitAoL autol va
KaAUTTouv T0 100% Twv eKmounwyv PExpL to 2015. Itnv £€kBeon mou ovopaletal
State of Subtitling Access in EU. 2011 Report (EFHHP 2011) purnopet kaveig va Bpel kat
v OUMPBOUAEUTEL pla AloTa amo eUPWTAIKEG XWPEG KL TIG VOULKEG KATEUBUVOELG
TIOU TOUG OVTLOTOLXOUV.

H dwaotikn Sladikaoia emyelpeital Ue AKOUOTIKN Tieplypadr, av Kol OE
HLKPOTEPO BaBUO KOl O XAUNAOTEPQ TOCOOTA. AUTEG OL VOUOBETIKEG TPWTOBOUALEC
€XOUV QUENOEL ONUOVTIKA TOV OYKO TNG €pyaciog ylo TNV mpooBaciuotnta otnv
oyopd TNG HETADPAONC OE OANOEVA KAl TIEPLOCOTEPEG XWPEC. Mmopel Kaveig va
TLAPOKOAOUONOEL TOLVIEG PE UTIOTITAOUC VI KWdOUG 08 0BOVEG EYKOTEOTNUEVEC OE
€lOKO Ywpo OTou¢ Klvnuatoypddoug 1 dopwvtag €61KA yuoAld mou sudavilouv
TOUG UTIOTITAOUG 1} aKOUYOVTOG TNV OKOUOTLKA Tteplypadr UECW OKOUOTIKWVY TIOU
€xouv oxedlaotel yla TupAoug kat apBAUwWEC aAAd Kal yla ortolovénmote BEAeL va
Buwoel autn tnv aioBnon. EMoUEVwE, N OMTIKOOKOUOTIKN TeXVoAoyia cadwc Bonba
KaBe Beatr) va amoAavosl TNV Tawia OnMwg o (6log emBUUEL Kol EMUTPEMEL va
napakoAouBrjoouv TNV Wbl tawvia Stadopetikd €id6n kowou, HEow SLOPOPETIKWVY
HEBGSWV Kal e TN Xprion TOLKIALAG CUCKEUWV.

H idla Sdievpuvon tng mpooPaciuotntag napatnpeitat kat otn Siadnuion.
OMo kal meploootepeg dladpnuioelg €xouv MAEOV UTIOTITAOUG Yyl TouG KwdoUg Kal
Baprikoou¢. H mapoucia TNG OKOUOTIKNG TEPLYpadrC 0TOV KOOUO TNG dladrpiong
Sev glval akopn HeyaAn, av Kol £XeL xpnotpomnolnBel os kamoleg dtapnuioslg (Cruz
2011). Qotbéoo, Sev umapxet apdlBoAia OTL Ta €mMOPEVA XPOVIA UTTOPOUUE v
TIEPLUEVOUUE aUENON OTn XPRoN TNG AKOUOTIKAG meplypadnig otn Stadnuion Adyw
VOULKWV, TIOALTIOHLKWY KOl OLKOVOLLKWY TILECEWV.



H vonuatikr) yA\wooa otnv tnAedpaon xpnlel xwpLotnig oulntnong kot dev Ba
avaAuBei edw. O aplBuog Twv SeAtiwv ednoewv pe Slepunveig vonuatikng YAwooag
yla toug Baprikooug aufavetal. Eite avayvwpiloupe tn vonuatiki YAwooda wg
YAwooa (Kot TOANEG XWPEG TNV €XOUV OPLOEL WG TETOLA EMiCNUA— UMOPEL va Bpel
Kavelg, yla mapadelypa, otn Bikutaidela évav evOEIKTIKO KATAAOYO HE XWPEG OTLC
omoleg n vonuatikl yAwooo ovayvwplletal wg emionun yAwooa) — eite wg
ONUELWTLKO cLOTNHA TIOU Elval AmoSeKTO Ao Lo KOWVOTNTA XPNOTWYV, UITOPOUUE Va
HAGpe elelBepa yla petadpaon (StayAwoolki 1 SLACNUELWTIKN, OovAAoyo TV
neplntwon) Kat apa va tn BewpolUe WG OKOUN Mo LEOOSO OMTIKOAKOUOTLKAG
uetadpaong, adol to Kelpevo-mnyn kat n petadpaon eudavilovial tautoxpova
otnv (6la 0Bovn.

H enavekdwvnon 1 Twvtavog UTOTITALOMOG elval GAAN i péBodog
OTTIKOOKOUOTIKNG HeTAdpaonG yla TNV mpooBaciudtnta mou Kepdilel ypryopa
€dadoc. Itnv Eupwnn n emavekpwvnon edapuootnke yla mpwtn ¢opd oto
Hvwpévo Baoilelo amod to BBC, aAAd oAoEva Kol TEPLOCOTEPO TNAEOTTIKA KAVAALL
0€ OAO TOV KOOHO QIOKTOUV TIAEOV AOYLOMLKO €mavekdwvnong, yla va KAvouv ta
€16noeoypadLKA Kol TTOALTLOTIKA TOUG TIPOYPAUATA TILO TIPOCRACLUAL.

H xpion t¢ aKouoTIKAG Tmeplypadng aufavetal emiong ota MOUOCELQ,
dépvovtag atopa pe poPAnpaTa 6paonG KOVTA O €pya TEXVNG KAl TIOALTIOMLKAG
KANPOVOULAG. Me TapOHol0 TPOMO, O OKOUOTLKOG UTIOTITALOMOG EEVOyAwoowv
TOWLWWY, oL omoie¢ umotitAilovtal otn yAwooa-otoxo kot Stafalovral yla Ttoug
TudAouc ) apPAlwreg, amotelel emiong dloykoupevo patvopevo.

Tuunepacporta

OL duvaTtoTNTEG TNG OMTLKOAKOUOTIKAG HeTAdpacng dev meplopilovtal o€
ekelveg mou meplypddnkav edw. O KATAAOYOG UE TG HEBOSOUCG OMTIKOOKOUOTIKNG
uetadpaong dev eival o kapia meplmtwon KAeLoToG Kat paAota eival BERato otL Ba
ovantuooetal Kal Ba oAAAGlel, KaBwC Ol VEEC OMTLKOOKOUOTIKEG HOPGEG, oL
TEXVOAOYLKEG €€eAIEELC KL OL TIPOTLUACEL TOU Kool e€eliooovtal kal aAAAlouv.
TNV MPOYUOTIKOTNTA, Ol METAPPAOTEG TOU OLOXOAOUVTOL UE TNV OTITIKOAKOUOTLKH
puetadpaon emiong avaAappdavouv epyacie¢ ywa TIG omoieg eival BewpnTikd
TIPOETOLUOOMEVOL XAPN OTNV EUMElpla TOUC WC adnyntéc n avacuvtaktes. O
UETAPPAOTHC OMTIKOAKOUOTIKWY KELUEVWV Elval, ETOPEVWG, EKTIOLOEUMEVOC (Kal
KaAeital) va petadpalel edn omwc KOULKG (kat ta Aeyoueva scanlations, Tiou €ival n
odpwon, N HeETadpacn Kal N EMPEAELD ELOWV KOWLKG, OTIwG Ta manga), Stadnuioelg
KOL EVNUEPWTIKA SLadNULOTIKA, €TALPLKA KoLl eKmaldeuTikd Bivteo kAm. OL mapoyot
YAWOOLKWY UTtNpecwwv 8ev ouvnBIlouv va KATNYyoPLOTIOLOUV TOUC HETADPAOTEG
OTITLKOOLKOUOTLKWY KELWWEVWVY HE Baon tnv el8ikeuor Toug. AVTIOETWC, €XOUuV TNV
EVTUTIWON TWC OAOL Ol UETOPPOOTEC OMTLKOOKOUOTIKWY KELWWEVWY UMOPOUV va
TIAPAOYXOUV UTINPECLEG XPNOLUOTIOLWVTAC OAEG TIG OTMTIKOOKOUOTIKEG HEBGSOUC.



KaBwg dev undpyel kavéva €idog miotomnoinong mou avayvwpiletal anod epyodoOTeg,
Ol LETAPPAOTEG TIPETIEL VA YVWPLLOUV TLUEG VLA OAEG TLG OTITIKOAKOUOTIKEG LEBOSOUG
(BA. Diaz Cintas & Remael 2007 kot Chaume 2012, mepl TLHWV yLO UTIOTITALOMO Kall
HETAyAWTTLON otnVv Eupwmn avtiotoya).

O XApTNng TNG OMTLKOAKOUOTLKAG Hetadpaong dev eival mia {wypadLlopévog
HE AOTMPO KoL HoUpo. H amAn Katnyoplomoinon Twv XWPWV Of €KEIVEG TNG
HETAYAWTTIONG KOl Ot €KE(VEG TOU UTIOTITALOMOU amoteAel xprnowun oAAd
emupavelakn nepypadn, kabwe mMAéov v avtavakAd Tn onpepLV, TILo TTOAUTIAOKN
OTITLKOOLKOUOTLKA TIPAYHOTIKOTNTA. Ta 0pla HETAEU TwV HeBOSwV eival TAEoV TTOAU
oaoadn, OnMw¢ avaAlubnke oTo TPONYOUUEVO PEPOC. ZE XWPEC OMOU ETUKPATEL N
HETAYAWTTION ouxva TAEov avBilel n Blopnxoavia Tou UTOTITALOMOU &VWw €EMiong
aUEAVETAL ONUOVTLKA N XPron Tou voice-over. XWPEG OTIC OMOLEC ETUKPATEL O
UTTIOTITALOMOG, oo TtV AAAn, apxilouv va cuvnBilouv Tn petayAwttion (epnPLkég
TOLVIEG, cOMOUVOTEPEC KATT). OL XWPEC TNG AXTWVIKAG AHEPLKAG Elxav TTAVTA TNV TAON
Va XPNOLUOTIOOUV TN METAYAWTTLON VL0 TNV TNAEOPAON KOL TOV UTIOTITALOUO YLa TOV
Kwnuotoypddo. MoAAEG aolaTikéG xwpeg Sev kavouv cadn SLakplon HETAEY TwV
600 emloywv Kol Xpnolpomololv Kal TG Suo yla SladopeTikol okomoug,
Sladopetika €i6n kal oe SLadOPETIKEG YewYpaPIKEG TIEPLOXEC. XWPEC Ue mapadoaon
OTO Voice-over yla Tn HETAdPAOn OMTIKOAKOUOTIKWY KELUEVWY puBomAaciag €xouv
mapouoldoel afloonueiwtn avénon otn Xpnon TNG HETAYAWTTIONG KAl TOU
UTTOTITALOMOU amtd TNV twon tou Telyoug Tou BepoAivou Kal peTA.

To kUplo B€ua yLo To CUYXPOVO KOLVO TWV OTTIKOOKOUOTIKWY HECWV Elval OTL
T0 oA SAnuuo Tou va TopoakoAouBrnoelg éva £Evo MPOypappo €ite OTN
UETOYAWTTIOMEVN €lTEe OTNV UTOTITALOMEVN version Tou Ogv  UTAPXEL TuLA.
Mpokelévou va amoAapuBAavoupe TIg EEVEG TTapaywyES, To HEANOV Ba dEpel XIALASEG
ETUAOYEG TPOBOANG KoL aKPOAONG: HETAYAWTTLON, UTOTITALOMO, UTIOTITALOUO YL
KwdoUG Kal Baprikooug, akouaoTLK Tieplypadr, adrynon Ue voice-over kAm. Oco
TIEPLOCOTEPEG ETUAOYEG E£XOUME, TOOO TILO €AeVUBepol, MO TOAUYAwWoGCOL Kal
Eexwplotol Ba yivouue wg Beartéc.



ZXOALOLOLOG

AvaAuon tou KeLpEvou adetnplac- Asttoupyleg

To apbpo mpayuateVetal to B€pa TNG OMTIIKOAKOUOTIKAG METADPOONG.
ApPXIKA O CUVTAKTNG SLVEL TOV OPLOPO Kol €ENYEL TNV €vvola TNG OMTIKOAKOUOTIKNG
HETADPOONG, EVW OTN CUVEXELA avadEpeTal oTLg Stadopeg neBdSoug TG, TIG Omoieg
Katnyoplomolel kat e€etalel exwplotd, ovaAloviag TOV TPOMO HE TOV OToio n
KaBOeuld Asttoupyel, ta epyodeia mou xpnoluomolel Kal To €(60¢ Tou Kowou oOTo
omolo ameuBuvetal kL efunnpetel. TéEAOG, avadpEpetal otn oxéon twv dladopwv
XWPWV UE TIC LEBOSOUG TNC OMTIKOOKOUOTIKAG HETADPOONG KAL OTO YEYOVOC TIWG Ol
TIPOTLUNOELG TWV XWPWV AUTWV cuxva aAAalouv, Pe amoTéAeopa va otpédovial ot
pneB6doug AAeg amo ekeiveg ou e€apxng uloBETnoay.

Agdopévng tng Oepatoloylag mMou TpaypateVeTOl Kal tng ¢uong Tou
TepLoSLkoU oto omoio Ppioketal, To apBpo dev ameuBUveTOL TOGO OTO €UPU KOLVO,
OAAG KUPLWGE O€ ATOLA TTOU 0lOXOAOUVTAL LIE TO OVTLKELUEVO TNG LETADPACNC 1) AKOUN
KOl TILO OUYKEKPLUEVA LE TO OVTIKEIMEVO TNG OMTIKOOKOUOTIKAG petdadpaon. Ta
ATOMO QUTA UITOPEL va lval EMAYYEALATIEG LETAPPACTEG, VA ACXOAOUVTAL E TOV
UTIOTITALOMO N TN MeTayAwTtion, va eival omoudaotég petadpaong, SL6AOKOVTECG
KATL. Quolkad, To apbpo Ba pmopouoe va anmeuBUVETAL KoL O ATOUA TIoU, EVW Sgv
£€XOUV OXEON UE TO AVTIKELPEVO, TpEPOUV evlladEpov yia taonc dUoEwC BEpata Kat
yla tic e€eAi€elc oe OAOUG TOUC TOUELG.

H Reiss Eexwpllel TpeLg KATNYOPLEC ELOWV KEWWEVWY TTIOU €XOUV onuacia yLo Tn
petadpaotiky Sadlkaocia: ta amAd (simple), ta ouvBeta (complex) kait ta
ouunmAnpwpatikd (complementary) (oto Nord 1997: 53-54). To 8k6 pag Keipevo
avnkel ota amAd €idn, kaBw¢ amoteAel ApbOpo HUE UL CUYKEKPLUEVN BEUATIKN.
AvTIO€TwG, Ta ouvBeta €idn mepléxouv otolxeia amd SladopeTika €idn KEPEVWY
(m.x. ouvtayn Héoo ot PUBLOTOPNUA) KOL TO CUUTANPWUATIKA oavadEépovtal o€
TIPOYEVECTEPO KEIEVO, YLa TO omolo mapéxouv mAnpodopieg (m.x. mepA\PeLg).

Ma tnv mapaywyn €vog EMITUXOUG HeTtadpaopatoc ival amapaitnto va
nponynBel n mMANPNG Katavonon KoL n avaAucn Tou pwToTumou. MapoAo mou tn
uetadpaotikn dtadikaoia ennpedlouvv os peyaAltepo Babud dAAoL mapAyovTeg, oL
omoiol Ba avadepBouv mapakdtw, N AVAAUCH TOU TPWTOTUTIOU AMOTEAEL TO onuEio
€KKIvNONG, KaBWC TAPEXEL ONUAVIIKEC TIANpodopleg KL £€Ttol KATELBUVEL TN
puetadpaotiky Stadkaoia, pe tnv €vvola OTL dnuloupyel tn Baocn yia tn ARYn
OUGCLAOTIKWY armodAcewv. AUTH N OeLpd TnPROnKe KoL otnv mapoloa epyacia.



Adou, Aoutov, Slafaca MPOCEKTIKA TO KEEVO KAl TO Katavonoa TANPWG,
€hey€a TIC Aettoupyieg mou auto efumnpetel, pe okomd va amnodaciow av Ba
efunnpetel kalt 10 petddpacud pou TG idleg. Me Bdon oowv avadEpOnkav
napanavw mnepl tng Bepatoloyiag tou apBpou, elvat euvonTo WG TO KELUEVO Elvat
TIANPOPOPLAKO KAl EVNUEPWTLKO, adoU mapexel MANOOG MANPODOPLWY CXETIKA LLE TO
OVTLKE(UEVO TNG OTTLKOOKOUOTLKAG UETAPPACNG KOL EVNUEPWVEL VLA TG TEAEUTALEG
e€eAEeLC OXETIKA e aUTO. EMOUEVWC, ATTO TIG KELUEVIKEC AELTOUPYIEC TTOU avadEpPEL N
Nord (1997: 40-45), to apbpo OwaBetel tnv avadoplki Asltoupyia, KabBwg
avadEPETAL O £€VA OUYKEKPLUEVO OVTLKEIMEVO, OUTO TNG OMTIKOAKOUOTIKAG
uetadpaons. Ev  ouvexela, n Aswtoupyla aut €lval TILO  OUYKEKPLUEVA
mAnpodoplakr, adou evnuUepwVeLl yla e€eAEeEL Kal TPOMOUG Asltoupylog Twv
Sladopwv peBOdwv ta omola o déktng, o avayvwotng dev yvwpilel. TéAog, n
Aewtoupyia eival kat Sdaktikh, kKaBwg ameuBbuvetal KoL o omoudaoTEC KL £TOL
efunnpetel pabnolakolg okomoUC. Tig 6le¢ autég Aewtoupyieg emediwéa va
Slatnprow Kot oto petadpacpd pou. Mpaypatonoinoca, dnAadn, plo petadpaon
OLOLOAELTOUPYLKN. OMWE Kal TO MPWTOTUTIO, £TOL KAl TO PETAdpacpa avadEépetal
OTO QVTIKEIPEVO TNC OMTIKOOKOUOTIKNG MeTAdPpaong, mAnpodopel kal diddokel. H
OUOLOAELTOUPYLIKN HETAdpach MepAapBAveTaL 0TV opyavikn petdadpaocn, adol to
Kelpevo-otoxog Aettoupyel wg Opyavo, WOTE va EMIKOWVWVHOEL O TIOUMOC TNG
KOUATOUPOG-TINYC ME TO KOWO TNG KOUATOUPOG OTOXOU, XPNOLLOTOLWVTAG TO
Kelpevo-minyn wg mpotuno (Nord 1997: 50). To eAnvikd Kowo, dnAadn, otnv
nepimtwon pag, Ba evnuepwBel pe autov Tov TPOmo emi tou Bfpoato¢ cav va
amevBuvotav o ££vog ouvtaktng tou dapBpou e€apxng oe auto. MdaAlota, LSavika,
bev Ba €npemne kav va 600l n evtunwon otoug EAANVEG avayvwoTeg MwE To KE(PHEVO
TIPOKELTAL YLa. HETAPPAC GAAOU KELEVOU Kal aUTO enMediwa va mTUXW, HLOC TIOU
eglvat 1o Intovpevo otnv opyaviky petadpoaocn Kol €0KOTEpA  OTNV
OMOLOAELTOUPYLKN.

MetadpaoTtikéc Odnyieg

To kelpevo-mnyn amnd povo tou Sev TEPLEXEL TO CUVOAO TWV 0dNYLWV Kal TWV
TAnpodopLwV Mou XpeLAleTal 0 HETADPAOTAG, WOTE Vo KATAANEEL 0T HETOPPAOTIKA
Stadikaoia mou Ba akoAoubroel. O OKOTOG TOU KELEVOU-OTOXOG eEAYETAL EWG Eval
BaBuo amo v dla tn petadppaoctikn kataotaon (Nord 1997: 59), aAAd cuvnbwg n
HeTAdpacn cuvoSeVETAL KL OO LETOPPAOTIKEG 08NYLEC. ITNV TTapovoa MepimTwaon
6ev umnpxe Kamolog TeAATNG, yla va Swoel peTadpaoTikéG odnyiec. Qotdoo,
epooov TPOKELTAL Yyl €KMOVNON TTUXLOKNAG €pyociag, oL ouINTACEL ME TOV



eruPBAEnovta kabnyntn, tov KUpLo Kehdavdpla, Ed6woav TIG KATEVOUVTNPLEG YPOUMES
ev elbel petadpaotikwy odnywwy, oL omoieg kabBopilouv TI§ CUVOAKEG KATW OO TLG
OTIOLEC TO KELUEVO-OTOXOC TIPEMEL va €KTEAEOEL TNV LOlaitepn Asttoupyia Tou R
OAALWG TO OKOTO TNG HETADPAONG.

Ol petadpaotikég odnyieg, ouudwva pe t Nord (1997: 60), mephappfdavouv
mAnpodopleg yia:

- TG emOLWKOPEVEG Aewtoupyleg ToOu  Kewévou  umodoxng: Omwg
npoavadEPONKE, OKOMOG NTAV va ETUTEUXOOUV OL (SLEG KELUEVIKEG AELTOUPYLEG HE
QUTEG TOU TpwToTUTIoU, SnAadn n avadoplkn Kal Kat' enéktacn n mAnpodopLakn
Kat n SLOaKTLKA.

-TouG S€KTEG TOU KeLWEVOU umodoxnG: To koo oTo omoio ameuBUVETAL TO
apBpo eivay, onwe avadEpOnke mapandavw, Eva €L8LKO KOO To Omoio acXoAeital pe
™ petadpaon. Epooov, Opwe, anoteAel petadpacpa otnv EAANVLIKN, TIPOKELTAL yLa
EAANVODWVO ELSIKO KOLVO.

-TO XPOVO Kal TO Xwpo MPocAnPng Tou Kelpévou umodoxnG: Tupdwvndnke
TIWC UTIOTIOETAL OTL peTadpalou e T XPOVLIKA Teplodo mou KukAodopnoe to apbpo,
EMOUEVWG TO peTadpaocpa urotiBetal otL Stafaletal and to 2012 ki edetng. Ooov
adopd To HEPOC, aUTO elval otnv oucia n EAAGda, ektog av Bewpriooupe 6tL Ba To
StaBaocouv kat ot EAANVEG TOU eEWTEPLKOU. ITNV TIPAYHOTIKOTNTA TO HETAGPACHUA WG
HEPOC TNC TITUXLAKNG gpyaciag ival SLoBEoLo amo T OTYUN TG KATABECN G TNG KL
edednc.

-to péoo Olakivnong tou kelpévou umodoxng: To péoo petadoong Tou
MPWTOTUTIOU €lval €va meplodiko 0KAG Bepatoloyiag aAAd Kal plo LoTtooeAida,
edpooov to mpwtodtuno SatiBetal kal oto Stadiktuo. H mrtuxlakn epyacia - apa Kot
To Kelpevo umodoxng- Ba SiatiBevtal oto HEAAOV NAEKTPOVIKA, OMwG OAEG oL
TITUXLAKEG Kol SLOAKTOPLKEG Epyaciec kal oL StatplBEg Tou Mavemotnuiou.

-To KivnTpo yla TNV mopaywyn Tou KEWEVOU-TINYNA Kal TOU UETAPPACLATOC:
Evw To KivnTpo yla TNV mopaywyn ToU KELLEVOU-TINYH ATAV N EVNUEPWON OXETIKA UE
TI¢ €€eAfELC TNC OMTIKOOKOUOTIKNG HETADPACNC, TO TPOAYHOTIKO KivnTpo ylo ThV
TIAPOYWYr TOU UETADPACHATOC ATAV N EKTIOVNON TNG TTTUXLOKNG Epyaciag.

OL petadpaoTikeg 08nyieg, Aownodv, mpoodloploav to (60¢ TNE ATALTOUHEVNC
uetadpaong, adrvovtag, wotodoo, meplbwpla emtiAoywv otn AnPn anoddcewv.



Metadpaotikd MpoBAnuata

Tpelg elval oL SLaoTACELG TNG AELTOUPYLKAG TIPOCEYYLONG TNG METADPAONG: N
ONUAcLa TWV HETOPPACTIKWY 08NyLwV, 0 POAOC TNG AVAAUONG TOU KELUEVOU-TINYN
Kal N Ta€lvounon Kal n LEpapxnon tTwv HeETadpaoTikwy mpofAnudatwy. Eddoov yia
Ta SUo mMpwta €xeL AdN YiveL ekTevig avadopd, MapaKATw Ba emiKeVTpwWOOUUE ot
HETAPPACTTIKA TIPOBANLATA TTOU CUVAVTHCOLE.

To peilov petadpaotikd mpoPBAnUa Tou KeWEVOU eival SltayAwaoolkng puong
kol Sev elvatl Ao amd tnv opoloyia. To apbpo, w¢ €L8LKO KEIPEVO UE QVTIKEIPLEVO
TNV OTITLKOAKOUOTLKA HeTAdpach, BpiBel el&IkwV OpwV. 2 TTOAAEC TEPUTTWOELG PO
OQVTLLETWIN HUE TO MPOPANUA TNG CUVWVUMIAG 1 OAAWG TG SUTANG/TOAAQTANG
opoloyiag, dnAadn tng LMapPEng SUo 1 MepLOCcOTEpWV AeEnUATwY HE TO Blo N
TIapOUOLo onpactoAoyikd meptBariov (Kehavdplag & Maplavou 2001), kuplwg otn
vAwoooa urtodoxng. Mo ocuykekplpéva, yla Tov (6o 1861kO 0po NG ayyAlknG EBploka
TIEPLOCOTEPOUC QO €vavV AVIIOTOLXOUG €L8LkoUG Opoug otnv €AANVIKN, UE
anotéAeopa va Bplokopal og SIAnupa yla to molov va emtiAéEw. MdaAlota, Sev Bpnka
Kapia aflomotn mnyn (NAEKTPOVLIKNA 1 €VTUTn) IOV va eMIBERALWVEL TNV EYKUPOTNTA
TOU €VOGC OpouU avili Tou AAAOU OUTE UTEPEIXE KATIOLOG aLoBnTd w¢ TMPOog TN
ouxvotnta epdaviong, wote va Poaolotw oe auto. AvriBeta, HAALOTA, OTIC
TIEPLOCOTEPEC MEPLMTTWOELG epdavilovrav eAaxloteg popéC kal ol dUo, kablotwvtog
aKkOpa SUOKOAOTEPN TNV ETUAOYN HOU.

H katdotoaon ATov akoun 1o MOoAUTAOKN, OTav HETAEU TwV MPOC EMAoyN
CUVWVUHWV £€va N TIEPLOCOTEPA NTOV QUECO N HeTAdPaoTIKO Sdvelo (r.y.
respeaking/ emavekdwvnon). Ku autd ywotl umopel oL eAAnvikol 6pol va pnv
Xpnotpomnolouvtal eVpEwg eneldn Bplokovtal os otadlo dokaoiog, arla to ldIKo
KOLWVO OTO omoio ameuBuvetal To petadpacpa eival olyoupa €EOIKELWUEVO LE TOV
ayyALlkO 0po, 0 omolog eivatl eupgwg dtadedopévog Aoyw tng B€ong TNG ayyALKAG WG
KuplapxnG YAwooag tng texvoAoyiag Kal TnG EMOTAMNG. AUTO E€1XE WG AMOTEAECA VA
UTIAPXEL N OKEPN HUATIWG TIPEMEL va TAPOUEIVEL O ayyAlkOG OpoG Kol OTo
petadpaocpa. Auté Ba Atav kal n €UkoAn Avon. Emeldn, ouwg, kAtL tétolo Ba
okUpwve TNV 8la ™ petadpactikn Stadkaoio KL eMeldr) Bewpw MW TIPEMEL va
amodelyoupe 000 yivetal TNV €0PoAn Twv &Evwv Opwv, amédpeuya va TNV
akoAouBnow. AvtlBEétwg, Xpnolhomolovoa TNV €AANVIKY w¢ KUpla amodoon Kal
anmAwg — pog arnoduyn napeénynoewv 1 mpog SleukOAuvon 0owV TUXALVEL val Unv
€xouv cuvavtroel TOAAEC PopEC ToV EAANVIKO OpO - TN cuVOSEUA HE TOV avtioToL o
oyyAlkO Opo, Tov omolo oilyoupa yvwpilouv OAol, oec mapévOeon. AMwWOTE, oL
eM\nvikol opol Ba mepdoouv amo To otadlo tnG Sdokilpaaoiag otnv KablEpwaon Hovo
€AV ETUUEVOULE VO TOUG XPNOLULOTIOLOUE KoL TOUC TIPOTLUALE aVTL TwV EEVWV.

Edooov 1O @pbpo mpaypatevetat to  INTnUa TG €€EAENC NG
OTITIKOOKOUOTLKNG  UETAPPAONG, avapEPETAL KOL OE  KOLVOTOUOUG TPOTOUG



Aettoupylag twv Sladopwv peBOSWY TNG KoL OTA TEXVOAOYLKA HMECA TIOU QUTEG
XPNOLLOTIOLOUV, PE QMOTEAECHA va TIEPAAUBAVEL KOL VEOAOYLOUOUG, TTOU OXL LOVO
bev éxouv petadpaotel otnv eAAnVikn YAwooa, aAAd napouoctalouv SuokoAia Kot
OTNV KATOvONnon TOuG OTnV ayyAlkn mpaypatikotnta (Kepauidag 2015: 159).
MaALota, mopd To Yeyovog OTL N ayyALKr Kuplapyet kat oto Stadiktuo, dev unrpyav
aLOTLOTEG aYYAODWVEG TINYEC TIOU VAL EPUNVEVOUV TOUG OPOUG, UE ATIOTEAECUA VA
Unv pmopw vo epPfabuvw otnv epunveia toug ki dpa va SuckoAelopal otnv
amob00n TOUG. € QUTEG TIC MEPUTTWOELG, EAAElPEL AAAWY EAANVIKWV amodOoEwy,
enuyelpnoa va dnuoupynow SIKES pou, Tou va BonBolv otnv katavonon Tou 6pou,
evw dlatripnoa Kal Tov ayyAwo 6po n tnv Bpaxuypadia tou (m.x. time code reader
TCR -> avayvwotng xpovokwdika TCR).

Elval yeyovog mwe n mayKoouULomoinon tng EMLOTAKNG KAl N CUYKEVIPWON TNG
ETUOTNUOVLIKAG Tapaywyng Kuplwg otig H.M.A., kaBwg Kal N YAwoOoLKr olkovouia mou
xapaktnpilet moAAoU¢ Opoug tnNg ayyAlkng, odnyolv cuxvd otn Slatripnon twv
ayYALKwV 0pwV o€ OAeG TIC AAAeG YAwooeg (Kehavdplag & Maplavou 2005). Qotooo,
oL petadpactég odellouv va mpoduAldfouv TIC YAWOOEG QUTEG, KaBwG n
TaPeUNOSLon TG eMBOANG TwV EEVWV 0POAOYLKWVY OTOLXELWV OTO KEIPUEVO UTIOSOXNG
€XEL MEYAAN onuacia ylo TNV OVAVEWGCN KOL TOV EUTTAOUTIOMO Tou Ag€lhoyilou TNG
YAwooog urtodoxnG 000 Kal ylol Tov EAEyX0 TG adopoiwong ¢ peilovog yAwooag,
6nAadn ¢ ayyAlkng, otn yAwooa umodoxne. Elvat emiong n anodelén ot n y\wooa
umodoxng SLaBEtel Ae€AOYLO Kavo va avtamokplBel otig e€eAielg kal va ekdppaocel
TN oUyXpPovn MPAYHUATIKOTNTA, EUNMVEOVTAC £TOL EUNMLOTOCUVN OTOUG XPNOTEG TNG OTL
elval plo yA\wooa OxL HOvo Tou TopeABOVTOC Kal TOu TOPOVIOG aAAG Kal TOu
HEAOVTOG.

Ag pnv &exvape, AAwote, MTwg o PetadpaoTtnG, we LecoAafntig netatu dvo
S10POPETIKWYV YAWOOWV Kal TIOAITLIOPWY, odeilel va oefaotel TOo0 TN YAwooa Kol
TOV TIOAITIONO adetnpiog 600 Kal tn YAwood Kol Tov ToAltlopd umodoxng. O
audinmAevpog autog cefacpdg, tov omoio n Nord (oto KeAdavdpiag 2007: 348)
ovopalel ouvenela (loyalty) amotpémnel tnv €mPBoOAn TwV LOLOCUCTATIKWY OTOLXELWV
™G yYAwooag adetnpiag otn yh\wooa urtodoxng. Av ot petadpactég Sev aviiotabouv
oe autn tnv €mPBoAn, n eAAnVIKn Ba teAel ocuveXxwg o KABEOTWCE ETMLOTNUOVIKNG
g€dptnong kal Ba elvol avaykoopEVN va ELCAYAYEL OpoAoyia yLol Vo TIPOCOPUOOTEL
OTIG QMOLTACELS TNG oLYXPOVNG TPAYHOTIKOTNTAC (Xapalaumakng oto KeAavdplag
2007: 345). Emiong, umdpxel o Kivbuvog oL EMLOTAUOVEG-OMIANTEG TNG EAANVLKAG N
omolacdAmote AAANG YAWOOOG VO EMIKOWVWVOUV OTO HEANOV HOVO HEOW TNG
AyyAikng, edpooov dev Ba SwaBétouv ta KATAAANAQ YAwoowka £podla mou
amottouvtol anod evav £101Ko emotipova, SnAadn ta otolxela TN e8IKAC opoAoyiag
oTn UNTPLKN Touc yYAwaooa (Kehavdplag & Maplavou 2005).

Emopévwg petadpaotéC, YAwoooAOyoL Kol €L8LKOL ETILOTAUOVEC TIPETEL VAl
OUVEPYOOTOUV UE KOWO KivnTpo TNV ayamn yw tnv €AANVIKA YAwooo Kot thv
emBupia StapuAagng TNG, yla TNV EMOTNMOVLIKN TEKUNPLWON Kal Tumomnoinon tng



€LOKAG opoloyiag pe okomd téoo T Snuoupyia eldikwv Ae§lkwyv Kol tparmelwy
b6ebopevwy omou n SumAR opoloyia, n omoia o€ MOAEG MEPUTTWOELG SV UMOpPEL va
anodpeuxBei, Oa pnopel TOUAAXLOTOV VAl YIVEL AVTIANTITH OO TO XPrOTH, OCO KAl TV
KaBLEpWOT) TNG OUUPWVA E ETILOTNLOVIKA KPLTHPLA.

Odeiloupe pev va TIPOOTOTEUCOUUE Tn YAwooo pag, OAAG  otnv
npaypotikotnta Sev xpeldletal va avnouxoUue. Elval yeyovog Ot OAo Kot
TIEPLOOOTEPEG AYYALKEG AEEELG ELloAyOvVTAL OTNV EAANVIKI YAWOOO KOL OGO N ayyAlkn
elval emotnpovika Kuplapxn, n emppon ¢ ot AAAe¢ yAwooesg Ba eival
avanodpeuktn. Qotdéoo, 6oov adopd TNV EAANVIKA YAwooa, AOyw TNG YeEwyPadLKNC
™¢ B€ong Kal TnNG emadng tng Le AANoUC AaoUG SEXETAL QMO APXOLOTATWY XPOVWY
EEVEG ETIPPOEG KOl OPOHOLWVEL CUVEXWG EEVEC AEEELC XWPIG TIOTE, OTO MEPACUA
TOOWV ALWVWV, va SLakuBeUTEL n UTTAPEN R €0TW N TAUTOTNTA TNG.



Entidoyocg

e auth tnv votatn SOKWOola HoU OTO TAQLIOLO TwV HETAPPACTIKWY LOU
omoudwy, EMIXElPNOA - ETLOTPATEVOVTOG 00N YVWON KL EUMELPLA KATADEPAV VA LOU
xoploouv Ta akadnuaikd xpovia mou mEpacav- vo SNULoUPYRow Eva PETAdpATHA
TIOU va O€BETAL KATOPXAC TN YAWOoOoO KOL TOV TIOALTLIOUO TOu Kelwévou adetnplag.
‘Eva petddpaocpa mou va Unv ivatl mpookoAANUEVO OTIC SOUEC KOl TIG VOPUEG TOU
TPWTOTUTIOU aAAQ VO TIOPAUEVEL ATTOAUTO TILOTO OTO MVEU A KOL OTOL VON LT TOU
dnuloupyou Ttou. Emixeipnoa va Snuoupynow €va petadpacpa mou va o€fetal
napdaAAnAa kat tn yYAwooa Kal Tov MOATIopd adiéewg, Tn Sk pHag yYAwooo Kot Tov
SKO PO TIOALTLONO, IOV (oWwG va XpeLaletal peyalutepn unepdorion. Eva Kelpevo
TIOU va. PEEL OTNV EAANVLKA oAV va. cuvtaxdnke e€apxrng O AuTrv, ooV va PNV UTtnpée
TOTE n Ok Hou peTtadpaoTiky mapEpBaon. Ku 6Aa autd OTEKOUEVN TAVIA OTn
Aemtopépela, oavakoAwvtoag Kat fuyillovtag Kovoveg Kol  OUMRPBOUAEG Ko
katadevyovtag otn Bewpila mpog¢ avalntnon AUCEwv ot SUOKOALEG Kol Ta
SIAUUATA TTOU TTAPOUGCLACTNKAV.
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