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Abstract: Audiovisual translation, drawing on disciplines such as linguistics, semiotics, sociolinguistics, and
cultural studies, provides fertile ground for interdisciplinary research. Audiovisual narratives reflect diverse
linguistic practices, cultural values, and social structures, offering audiences multilayered worlds of meaning.
Their effective reception in the target culture largely depends on translation, which not only transfers verbal
content between languages but also mediates the social and cultural meanings embedded in the narrative. From
a sociolinguistic perspective, linguistic variation constitutes an important marker of characters’ social
identities, cultural affiliations, interpersonal relationships, and narrative functions. This study examines the
transfer of linguistic variation in the French subtitles of the Turkish film Aile Arasindawithin Martinez Sierra’s
(2022) multimodal analytical framework. Using a qualitative case-study design, the analysis classifies
linguistic variation into eight categories: forms of address, slang, register variation, idioms and proverbs,
swearwords and insults, foreign lexical items and pronunciation, colloquial language, and interjections. The
findings indicate that linguistic variation is largely neutralized in the French subtitles. In particular, slang,
colloquial expressions, non-standard speech forms, and socially marked language are frequently rendered in
standard French or omitted. Visual, auditory, and contextual signs partially compensate for these linguistic
losses; however, their contribution is not systematically reflected in translation decisions. The study
demonstrates that linguistic variation in audiovisual translation should be considered not only in terms of its
linguistic functions but also in relation to its social, cultural, narrative, and semiotic dimensions. It also offers
an analytical framework that can be adapted to the study of linguistic variation in other audiovisual corpora.

Keywords: audiovisual translation, interlingual subtitling, linguistic variation, sociolinguistic, multimodality

Oz: Dilbilim, gostergebilim, toplumdilbilim ve kiiltiir galismalar1 gibi farkli disiplinlerden beslenen gorsel-
isitsel ceviri, disiplinlerarasi arastirmalar i¢in verimli bir alan sunmaktadir. Gorsel-igitsel anlatilar, farkl: dilsel
kullanimlari, kiiltiirel degerleri ve toplumsal yapilart yansitarak izleyicilere ¢ok katmanli anlam diinyalari
sunmaktadir. Bu anlatilarin erek kiiltiirde etkili bicimde alimlanmasi, biiyiik 6l¢iide bu anlatilarin erek kiiltiirde
etkili bicimde alimlanmasi, biiyiik 6l¢iide s6zel igerigin yani sira anlatinin tagidigi toplumsal ve kiiltiirel
anlamlarin aktarilmasina aracilik eden geviri siirecine baglidir. Toplumdilbilimsel agidan dilsel degiskenler,
karakterlerin toplumsal kimliklerinin, kiiltiirel aidiyetlerinin, kisilerarasi iliskilerinin ve anlatisal islevlerinin
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onemli gostergeleridir. Bu c¢alisma, dile Arasinda adli Tiirk filminin Fransizca altyazilarinda dilsel
degiskenlerin aktarimini Martinez Sierra’nin (2022) c¢ok modlu ¢oziimleme yoOntemi cergevesinde
incelemektedir. Nitel vaka calismasi olarak tasarlanan arastirmada dilsel degiskenler; hitap big¢imleri, argo
kullanimu, kesit dil kullanimi, deyimler ve atasozleri, hakaret ve kiiftirler, yabanci kdkenli sdzctikler ve telaffuz,
halk dili ve nidalar olmak {iizere sekiz kategoride siniflandirilmigtir. Bulgular, Fransizca altyazilarda dilsel
degiskenlerin biiyiik 6lciide nétrlestirildigini gostermektedir. Ozellikle argo, halk diline 6zgii ifadeler, dlgiinlii
olmayan sdyleyis bi¢imleri ve toplumsal agidan belirgin dil kullanimlari siklikla 6l¢iinlii Fransizcayla
kargilanmig veya silinmistir. Gorsel, isitsel ve baglamsal gostergeler bu dilsel kayiplart belirli 6l¢iide telafi
etmekle birlikte s6z konusu gostergelerin katkisi ¢eviri kararlarina dizgesel bigimde yansitilmamigtir. Caligma,
gorsel-igitsel ¢eviride dilsel degiskenlerin yalnizca dilsel islevleri bakimidan degil; toplumsal, kiiltiirel,
anlatisal ve gostergebilimsel boyutlariyla birlikte degerlendirilmesi gerektigini ortaya koymaktadir. Ayrica
farkli gorsel-isitsel biitiincelerdeki dilsel degiskenlik ¢aligmalarina uyarlanabilecek bir ¢éziimleme gergevesi
sunmaktadir.

Anahtar Kelimeler: gorsel-isitsel ¢eviri, dillerarasi altyazi, dilsel degikenlik, toplumdilbilim, ¢cok modluluk
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Structured Abstract:

Audiovisual translation has become an integral part of everyday life due to its widespread presence
across diverse media and communication platforms. Among its various forms, subtitling is increasingly used
worldwide in a broad range of communicative contexts. However, the rapid evolution of professional practices
in this field may occasionally create a gap between academic research and industry applications. In this regard,
case studies based on concrete examples play an important role in bridging theory and practice, thereby
contributing to the advancement of the discipline. Supported by systematic analytical methods, such studies
provide useful guidance for professional while simultaneously enriching theoretical discussions within
audiovisual translation studies.

Within these discussions, the translation of linguistic variation represents a particularly challenging
issue, as it conveys not only linguistic information but also social, cultural, and narrative meanings. Dialects,
sociolects, colloquial language, slang, forms of address, and other non-standard linguistic features function as
important markers of social identity, cultural affiliation, interpersonal relationships, and narrative positioning.
The transfer of these elements, however, is often constrained by technical limitations, audience expectations,
and the linguistic and cultural conventions of the target language. Consequently, subtitling practices frequently
neutralize, standardize, or omit such features, resulting in a partial loss of sociocultural meaning.

This study aims to examine how linguistic variation in the film Aile Arasinda is transferred into French
subtitles, the extent to which its social, cultural, and narrative functions are preserved in the translation process,
and how the audiovisual context informs translation decisions. Although the transfer of linguistic variation has
generally been addressed in audiovisual translation research in terms of translation strategies and the technical
constraints of subtitling, relatively limited attention has been paid to the relationship between linguistic
variation, characterization, social identity, narrative functions, and multimodal signs. Addressing this gap, the
study proposes an applicable analytical framework that integrates the linguistic, social, cultural, and semiotic
dimensions of linguistic variation.

The theoretical framework combines sociolinguistic approaches to language variation with
perspectives from audiovisual translation studies. Accordingly, linguistic variation is regarded not merely as a
set of linguistic markers reflecting speakers’ geographical or social backgrounds, but also as a functional
resource that foregrounds the relationships between characters, their social positions, and their roles within the
narrative. In audiovisual texts, the meanings conveyed by these features are also constructed through the actors’
tone of voice, intonation, gestures, and facial expressions, as well as through the visual composition of the
scene. Therefore, the analysis goes beyond identifying linguistic differences between the source and target
texts and examines their effects on characterization, interpersonal relationships, and narrative development.
This approach enables translation choices to be evaluated holistically within their multimodal context.

The research adopts a qualitative case-study design. The corpus consists of Aile Arasinda (2017),
directed by Ozan Aciktan and written by Giilse Birsel, and its French subtitles. The analysis draws on Martinez
Sierra’s (2022) five stage multimodal approach to social and linguistic variation in audiovisual texts. The
linguistic variables identified in the source text were classified into eight categories: forms of address, slang,
register variation, idioms and proverbs, insults and swearwords, foreign lexical items and pronunciation
features, colloquial language, and interjections. A total of 16 examples, two from each category, were
comparatively analyzed with reference to the scene context, the characters’ social characteristics, interpersonal
relationships, visual and auditory signs, source-text dialogue, French subtitles, and back-translations.
Alternative translations were also proposed in cases where the social and narrative functions of linguistic
variation were not preserved in the target text.

The findings indicate that linguistic variation in the 16 examples analyzed is predominantly rendered
in standard French, neutralized, or omitted. Slang and colloquial expressions, non-standard speech forms,
forms of address indicating familiarity or social distance, and lexical choices reflecting the characters’
sociocultural positions frequently lose their markedness in the target text. In some cases, idioms and proverbs
are replaced by more direct expressions that fail to reproduce their cultural and discursive functions, while
insults, swearwords, and interjections are mitigated, thereby reducing the emotional intensity of the dialogue.
Although these translation choices may facilitate subtitle comprehension, they diminish the visibility of
interpersonal proximity, power relations, social affiliations, and cultural differences in the target text. Visual,

www.turkishstudies.net/language



5710 A. Zeynep Oral

auditory, and contextual signs partially compensate for these linguistic losses; however, they are not
systematically taken into account in translation decisions.

In conclusion, the findings indicate that linguistic variation in audiovisual products is not merely a set
of lexical and grammatical features but also a multimodal resource involved in the construction of characters’
identities, social relationships, and narrative roles. The analysis of Aile Arasinda reveals that the use of standard
language in subtitling reduces the visibility of certain sociocultural differences embedded in the source text
and weakens some aspects of characterization. Rather than considering linguistic variation in isolation, the
framework relates each verbal feature to the scene in which it occurs and to the visual and auditory information
accompanying it. This integrated perspective enables a comprehensive assessment of how linguistic variation
is transformed during the translation process and the extent to which other multimodal resources compensate
for the resulting linguistic losses. By bringing together sociolinguistic categories and visual, auditory, and
contextual signs within a unified analytical framework, the study contributes to audiovisual translation research
on the transfer of linguistic variation in interlingual subtitling.

Keywords: audiovisual translation, interlingual subtitling, linguistic variation, sociolinguistic,
multimodality
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Résumé Structuré:

La traduction audiovisuelle est devenue une composante essentielle de la vie quotidienne en raison de
sa présence généralisée dans divers médias et plateformes de communication. Parmi ses différentes formes, le
sous-titres est de plus en plus utilisé a I’échelle mondiale dans un large éventail de contextes communicatifs.
Toutefois, I’évolution rapide des pratiques professionnelles dans ce domaine peut parfois créer un décalage
entre la recherche académique et les applications industrielles. A cet égard, les études de cas fondées sur des
exemples concrets jouent un rdle important dans le rapprochement entre théorie et pratique, contribuant ainsi
au développement de la discipline. Appuyées par des méthodes analytiques systématiques, ces études offrent
des orientations utiles aux professionnels tout en enrichissant les débats théoriques au sein des études de
traduction audiovisuelle.

Dans ces débats, la traduction de la wvariation linguistique constitue une problématique
particulierement complexe, car elle transmet non seulement des informations linguistiques, mais aussi des
significations sociales, culturelles et narratives. Les dialectes, sociolectes, registres familiers, argot, formes
d’adresse et autres traits linguistiques non standard fonctionnent comme des marqueurs essentiels de I’identité
sociale, de I’appartenance culturelle, des relations interpersonnelles et du positionnement narratif. Le transfert
de ces ¢éléments est cependant souvent limité par des contraintes techniques, les attentes du public et les
conventions linguistiques et culturelles de la langue cible. Par conséquent, les pratiques de sous-titres tendent
fréquemment a neutraliser, standardiser ou omettre ces traits, entrainant une perte partielle de signification
socioculturelle.

Cette étude vise a examiner comment la variation linguistique dans le film Aile Arasinda est transférée
dans les sous-titres francais, dans quelle mesure ses fonctions sociales, culturelles et narratives sont préservées
au cours du processus de traduction, et comment le contexte audiovisuel éclaire les décisions traductives. Bien
que le transfert de la variation linguistique ait généralement été abordé dans la recherche en traduction
audiovisuelle en termes de stratégies de traduction et de contraintes techniques du sous-titres, une attention
relativement limitée a été accordée a la relation entre variation linguistique, caractérisation, identité sociale,
fonctions narratives et signes multimodaux. Pour combler cette lacune, 1’étude propose un cadre analytique
applicable intégrant les dimensions linguistiques, sociales, culturelles et sémiotiques de la variation
linguistique.

Le cadre théorique combine les approches sociolinguistiques de la variation avec les perspectives des
études de traduction audiovisuelle. Ainsi, la variation linguistique est considérée non seulement comme un
ensemble de marqueurs reflétant les origines géographiques ou sociales des locuteurs, mais aussi comme une
ressource fonctionnelle mettant en évidence les relations entre les personnages, leurs positions sociales et leurs
roles dans le récit. Dans les textes audiovisuels, les significations véhiculées par ces traits se construisent
également a travers le ton de la voix, I’intonation, les gestes, les expressions faciales, ainsi que la composition
visuelle de la scéne. L’analyse dépasse donc I’identification des différences linguistiques entre le texte source
et le texte cible pour examiner leurs effets sur la caractérisation, les relations interpersonnelles et le
développement narratif. Cette approche permet d’évaluer les choix traductifs de maniére holistique dans leur
contexte multimodal.

La recherche adopte une méthodologie qualitative fondée sur I’étude de cas. Le corpus se compose du
film Aile Arasinda (2017), réalisé par Ozan Agiktan et écrit par Giilse Birsel, et de ses sous-titres frangais.

www.turkishstudies.net/language



5712 A. Zeynep Oral

L’analyse s’appuie sur I’approche multimodale en cinq étapes de Martinez Sierra (2022) concernant la variation
sociale et linguistique dans les textes audiovisuels. Les variables linguistiques identifiées dans le texte source
ont été classées en huit catégories : formes d’adresse, argot, variation de registre, idiomes et proverbes, insultes
et jurons, éléments lexicaux étrangers et traits de prononciation, langage familier et interjections. Un total de
16 exemples, deux par catégorie, ont été analysés de maniere comparative en référence au contexte de la scéne,
aux caractéristiques sociales des personnages, aux relations interpersonnelles, aux signes visuels et auditifs, au
dialogue du texte source, aux sous-titres frangais et aux rétro-traductions. Des traductions alternatives ont
également été proposées dans les cas ou les fonctions sociales et narratives de la variation linguistique n’étaient
pas préservées dans le texte cible.

Les résultats indiquent que la variation linguistique dans les 16 exemples analysés est majoritairement
rendue en frangais standard, neutralisée ou omise. L’argot et les expressions familicres, les formes de discours
non standard, les formes d’adresse marquant la familiarité ou la distance sociale, ainsi que les choix lexicaux
reflétant les positions socioculturelles des personnages perdent fréquemment leur caractére marqué dans le
texte cible. Dans certains cas, les idiomes et proverbes sont remplacés par des expressions plus directes qui ne
reproduisent pas leurs fonctions culturelles et discursives, tandis que les insultes, jurons et interjections sont
atténués, réduisant ainsi I’intensité émotionnelle du dialogue. Bien que ces choix traductifs puissent faciliter la
compréhension des sous-titres, ils diminuent la visibilité de la proximité interpersonnelle, des rapports de
pouvoir, des affiliations sociales et des différences culturelles dans le texte cible. Les signes visuels, auditifs et
contextuels compensent particllement ces pertes linguistiques, mais ils ne sont pas systématiquement pris en
compte dans les décisions traductives.

En conclusion, les résultats montrent que la variation linguistique dans les produits audiovisuels n’est
pas seulement un ensemble de traits lexicaux et grammaticaux, mais également une ressource multimodale
participant a la construction des identités des personnages, de leurs relations sociales et de leurs roles narratifs.
L’analyse de Adile Arasinda révéle que I’'usage de la langue standard dans les sous-titres réduit la visibilité de
certaines différences socioculturelles présentes dans le texte source et affaiblit certains aspects de la
caractérisation. Plutot que de considérer la variation linguistique isolément, le cadre relie chaque trait verbal a
la scéne ou il apparait et aux informations visuelles et auditives qui I’accompagnent. Cette perspective intégrée
permet une évaluation compléte de la maniére dont la variation linguistique est transformée au cours du
processus de traduction et de la mesure dans laquelle d’autres ressources multimodales compensent les pertes
linguistiques résultantes. En réunissant les catégories sociolinguistiques et les signes visuels, auditifs et
contextuels dans un cadre analytique unifié, 1’étude contribue a la recherche en traduction audiovisuelle sur le
transfert de la variation linguistique dans le sous-titres interlingual.

Mots-Clés:  Traduction audiovisuelle, sous-titres interlingual, variation linguistique,
sociolinguistique, multimodalité.

Resumen Estructurado:

La traduccién audiovisual se ha convertido en una parte integral de la vida cotidiana debido a su
amplia presencia en diversos medios y plataformas de comunicacion. Entre sus distintas modalidades, el
subtitulado se utiliza cada vez mas en todo el mundo en un amplio abanico de contextos comunicativos. Sin
embargo, la rapida evolucion de las practicas profesionales en este ambito puede generar ocasionalmente una
brecha entre la investigacién académica y las aplicaciones industriales. En este sentido, los estudios de caso
basados en ejemplos concretos desempefian un papel importante al tender puentes entre teoria y practica,
contribuyendo asi al avance de la disciplina. Apoyados en métodos analiticos sistematicos, dichos estudios
ofrecen orientaciones utiles para los profesionales y, al mismo tiempo, enriquecen los debates teoricos dentro
de los estudios de traduccion audiovisual.

En el marco de estas discusiones, la traduccion de la variacion lingiiistica representa un desafio
particularmente complejo, ya que transmite no solo informacion lingiiistica, sino también significados sociales,
culturales y narrativos. Los dialectos, sociolectos, lenguaje coloquial, jerga, formas de tratamiento y otros
rasgos lingiiisticos no estandar funcionan como marcadores esenciales de identidad social, afiliacion cultural,
relaciones interpersonales y posicionamiento narrativo. La transferencia de estos elementos, sin embargo, suele
estar condicionada por limitaciones técnicas, expectativas del publico y convenciones lingiiisticas y culturales
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de la lengua meta. En consecuencia, las practicas de subtitulado tienden con frecuencia a neutralizar,
estandarizar u omitir tales rasgos, lo que provoca una pérdida parcial de significado sociocultural.

El presente estudio tiene como objetivo examinar cémo se transfiere la variacion lingiiistica en la
pelicula Aile Arasinda a los subtitulos en francés, en qué medida se preservan sus funciones sociales, culturales
y narrativas durante el proceso de traduccion, y cémo el contexto audiovisual orienta las decisiones
traductologicas. Aunque la transferencia de la variacion lingiiistica ha sido abordada en la investigacion sobre
traduccion audiovisual principalmente en términos de estrategias de traduccion y restricciones técnicas del
subtitulado, se ha prestado relativamente poca atencion a la relacion entre variacion lingiiistica, caracterizacion,
identidad social, funciones narrativas y signos multimodales. Para cubrir esta laguna, el estudio propone un
marco analitico aplicable que integra las dimensiones lingliisticas, sociales, culturales y semiéticas de la
variacion lingiiistica.

El marco tedrico combina enfoques sociolingiiisticos sobre la variacion con perspectivas de los
estudios de traduccidon audiovisual. En consecuencia, la variacion lingiiistica se concibe no solo como un
conjunto de marcadores que reflejan el origen geografico o social de los hablantes, sino también como un
recurso funcional que resalta las relaciones entre los personajes, sus posiciones sociales y sus roles dentro de
la narracion. En los textos audiovisuales, los significados transmitidos por estos rasgos se construyen asimismo
a través del tono de voz, la entonacion, los gestos, las expresiones faciales y la composicion visual de la escena.
Por tanto, el andlisis va mas alla de la mera identificacion de diferencias lingtiisticas entre el texto fuente y el
texto meta, examinando sus efectos en la caracterizacion, las relaciones interpersonales y el desarrollo
narrativo. Este enfoque permite evaluar las decisiones de traduccion de manera holistica dentro de su contexto
multimodal.

La investigacion adopta un disefio cualitativo de estudio de caso. El corpus estd compuesto por la
pelicula Aile Arasinda (2017), dirigida por Ozan Agiktan y escrita por Giilse Birsel, y sus subtitulos en francés.
El analisis se basa en el enfoque multimodal de cinco etapas de Martinez Sierra (2022) sobre la variacion social
y lingiiistica en textos audiovisuales. Las variables lingiiisticas identificadas en el texto fuente se clasificaron
en ocho categorias: formas de tratamiento, jerga, variacion de registro, refranes y proverbios, insultos y
palabrotas, elementos 1éxicos extranjeros y rasgos de pronunciacion, lenguaje coloquial e interjecciones. Se
analizaron comparativamente un total de 16 ejemplos, dos por cada categoria, considerando el contexto de la
escena, las caracteristicas sociales de los personajes, las relaciones interpersonales, los signos visuales y
auditivos, el didlogo del texto fuente, los subtitulos en francés y las retrotraducciones. Asimismo, se
propusieron traducciones alternativas en los casos en que las funciones sociales y narrativas de la variacion
lingiiistica no se preservaban en el texto meta.

Los resultados indican que la variacion lingiiistica en los 16 ejemplos analizados se reproduce
predominantemente en francés estandar, neutralizada u omitida. La jerga y las expresiones coloquiales, las
formas de habla no estandar, las formas de tratamiento que sefialan familiaridad o distancia social, asi como
las elecciones 1éxicas que reflejan las posiciones socioculturales de los personajes, pierden con frecuencia su
caracter marcado en el texto meta. En algunos casos, los refranes y proverbios se sustituyen por expresiones
mas directas que no reproducen sus funciones culturales y discursivas, mientras que los insultos, palabrotas e
interjecciones se atentian, reduciendo asi la intensidad emocional del didlogo. Aunque estas decisiones de
traduccion pueden facilitar la comprension de los subtitulos, disminuyen la visibilidad de la proximidad
interpersonal, las relaciones de poder, las afiliaciones sociales y las diferencias culturales en el texto meta. Los
signos visuales, auditivos y contextuales compensan parcialmente estas pérdidas lingiiisticas; sin embargo, no
se consideran de manera sistematica en las decisiones de traduccion.

En conclusidn, los hallazgos muestran que la variacion lingliistica en los productos audiovisuales no
constituye unicamente un conjunto de rasgos léxicos y gramaticales, sino también un recurso multimodal
implicado en la construccion de las identidades de los personajes, sus relaciones sociales y sus roles narrativos.
El andlisis de Aile Arasinda revela que el uso de la lengua estandar en el subtitulado reduce la visibilidad de
ciertas diferencias socioculturales presentes en el texto fuente y debilita algunos aspectos de la caracterizacion.
En lugar de considerar la variacion lingiiistica de manera aislada, el marco relaciona cada rasgo verbal con la
escena en la que aparece y con la informacion visual y auditiva que lo acompaiia. Esta perspectiva integrada
permite una evaluacion exhaustiva de como se transforma la variacion lingiiistica durante el proceso de
traduccion y en qué medida otros recursos multimodales compensan las pérdidas lingiiisticas resultantes. Al
reunir categorias sociolingiiisticas y signos visuales, auditivos y contextuales en un marco analitico unificado,
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el estudio contribuye a la investigacion sobre traduccion audiovisual en torno a la transferencia de la variacion
lingtiistica en el subtitulado interlingiiistico.

Palabras Clave: traducciéon audiovisual, subtitulado interlingiliistico, variacion lingiiistica,
sociolingiiistica, multimodalidad
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CrpykrypupoBannoe Pe3iome:

AyIUOBH3yaIIbHBIA TIEPEBOJ CTaJl HEOTHEMJIEMOW HYacThIO MOBCEAHEBHOW JKM3HU Onaromapsi ero
IIMPOKOMY DAacIpOCTPaHEHUIO B Pa3IMYHBIX CPEACTBAX MAcCOBOW HMH(OpPMAaIMd M KOMMYHHKAIIMOHHBIX
wiatdopmax. Cpenu ero ¢opM CyOTHUTpHI BCE 4Halle MCIOJb3YIOTCS BO BCEM MHpPE B IIHPOKOM CIIEKTPE
KOMMYHHUKATUBHBIX KOHTEKCTOB. OIHAKO CTPEMHUTENLHOE Pa3BUTHE MPO(ECCHOHANBHBIX MPAKTUK B JaHHOM
001acTH OPOH CO3AET Pa3phIB MEXKY aKaAEMUYECKUMHU HCCIEJOBAHUAMH U OTPACICBBIMU NPUIIOKEHUAMHU.
B sToM oTHOIIEHUMH HCCJICAOBAHNA KOHKPETHBIX CJIy4YacB, OCHOBAHHBLIC Ha PCAJIbHBIX IMpPUMCpax, UrparoT
BaXHYIO POJIb B COCAWMHCHUU TCOPUM U MNPAKTUKH, CHOCO6CTByH TEM CaMbIM Ppa3BUTUIO JUCHUIIIIAHBIL.
Omnupasich Ha CHCTEMaTHYECKHE aHATUTHYECKAE METOMBI, TAaKHE HCCICAOBAHUS NPEIOCTABISIOT IIOJIC3HBIC
OPHEHTHPBI Al CIEIUAINCTOB M OJHOBPEMEHHO OOOTalIaloT TEOPETHUECKHE MANUCKYCCHHM B 0OIacTH
ayJMOBH3yalIbHOTO NEPEBO/IA.

B pamkax 3THX AMCKYyCCHI IEpeBOA S3BIKOBOM BapHMaTUBHOCTH IPEACTaBIsAeT coOOH 0COOEHHO
CJIOKHYIO IPOOJIEMY, TIOCKOJIBKY OH NepelaéT He TOJIBKO JIMHIBUCTHUYECKYI0 HH(OpMAaNnio, HO ¥ COIIHAIbHBIE,
KyJIbTypHBIE ¥ HappaTHBHBbIC 3HaueHMS. J{MaleKTHI, COIMOJEKTHI, Pa3srOBOpHAs pedb, KapPTOH, (HOPMBI
oOpallleHusi U Jpyrue HEeCTaHAAPTHBIE S3bIKOBBIE OCOOCHHOCTH (YHKIMOHHUPYIOT KaK BaKHbIE MapKepbl
COLIMAIIBHON MIEHTUYHOCTH, KyJIbTYPHOM MPHUHAAJIEKHOCTH, MEKIMYHOCTHBIX OTHOIICHUN M HApPATUBHOIO
no3unuoHupoBanus. OHAKO Meperada 3TUX JIEMEHTOB YaCTO OTPaHUYMBACTCS TEXHHUECKUMH YCIOBUSIMH,
OKUIAaHUSIMH ayIUTOPHU U S3BIKOBBIMM U KyJIBTYPHBIMH HOPMaMH LIEIEBOTO s3bIKa. B pe3ynpTaTe mpakTHKU
CyOTUTPHPOBAHMS HEPEIKO HEHTPalIn3yloT, CTAaHJAPTH3UPYIOT WM OIYCKAIOT Takhe OCOOEHHOCTH, YTO
MPUBOJIUT K YACTUYHOM yTpaTe COLMOKYIBbTYPHOI'O CMBICIA.

Llens 1aHHOTO MCCIIEAOBaHUS — PacCMOTPETh, KAKMM 00pa3oM SI3bIKOBAst BApUaTUBHOCTH B (DIIIbME
Aile Arasinda nepenaércsi Bo (paHIy3CKHX CyOTHTpax, B Kakodl Mepe €€ colualbHble, KYJIbTYypHBIE H
HappaTHBHBIC (PYHKINHU COXPAHAIOTCS B MpOIEcce MepeBoia M KaK ayANOBH3yadbHBIH KOHTEKCT BIMSET Ha
HNepeBoYeCKHe pelleHns. XO0Ts nepefada s3bIKOBOM BapHaTUBHOCTH B MCCIEIOBAHUAX AyAHOBH3YyallbHOIO
nepeBoia OOBIYHO PACCMATPUBACTCS C TOUKH 3PEHUS IEPEBOTIECKUX CTPATET Ui M TEXHUIECKUX OTPaHHICHUH
CyOTUTPHPOBaHMS, OTHOCHTEIFHO MaJl0 BHUMAaHUS YAEJISETCS B3aMMOCBSI3U  MEXKAY  SI3BIKOBOI
BapHaTUBHOCTHIO, XapaKTEPUCTHKON MEPCOHANKEH, COIMATbHOI HIEHTUIHOCTHIO, HAPPATHUBHBIMU (PYHKITUSIMH
Y MYyJIbTUMO/IaJIbHBIMU 3HaKaMu. J{J1s BOCIIOJIHEHHS 3TOTO Npodenia nccieJoBaHue TpeyiaraeT MPUMEHUMBIH
AQHATUTHYECKUH KapKac, MHTETPUPYIOIINI JHHIBUCTUYECKHE, COLMAIbHBIE, KyIbTYpHbIE M CEMHOTHYECKHE
HU3MEpPEHUs S3BIKOBON BApHATHBHOCTH.

TeOpeTI/I‘IeCKaH OCHOBA COYETACT COLMOJMHIBUCTHUECKHE MOAXOABI K S3BIKOBOM BapUATUBHOCTU C
MNEPCHCKTUBAMU I/ICCJ'IG,IlOBaHI/Iﬁ AyIUOBHU3YaJIbHOI'O IIEPEBOJA. COOTBGTCTBCHHO, SA3BIKOBasA BapHAaTUBHOCTH
paccMaTpuBaCTCA HE TOJIBKO KaK Ha60p SA3BIKOBBIX MAPKEPOB, OTPAKAIOIINX FeOl"pa(I)I/I‘ICCKOC HJIK COMAJIBHOC
MNPOUCXOXKIACHUC TOBOPANIUX, HO MU KaK (I)yHKHHOHaHLHLIﬁ pecype, BLI?[BJ'I?[IOH.[I/Iﬁ OTHOIICHUS MECKIY
NepCcoOHaA)KaMH, UX COLIMAJIbHBIC MO3UIINU U POJIM B TIOBECTBOBAHUMU. B ayANOBHU3YyaJIbHbIX TCKCTAaX 3HAYCHMUS,
nepeaaBacMbIC STUMU OCO6€HHOCT$IMI/I, TaKXKC q)OpMI/IpyIOTCSI Yepe3 TOH Irojioca, THTOHAIIUIO, )KECThl, MUMHUKY,
a TAKKE€ BU3YyaJIbHYIO KOMITIO3UIUIO CILICHBI. Taxum 06pa30M, aHaJIU3 BBIXOJUT 3a paMKH IIPOCTOI'O BBISABJICHUSA
SI3BIKOBBIX pa3m/mm71 MEXKIY UCXOJHBIM U MECJICBBIM TEKCTAMU U UCCIICAYET UX BIMAHUEC HA XapaKTCPUCTUKY
l'ICpCOHEDKCﬁ, MEXITIUNYHOCTHBIC OTHOICHWA U PA3BUTHUEC ITOBECTBOBAHUA. Taxkoit IOAXO0J ITO3BOJIACT OICHUBATH
MEPEBOAYCCKUE PCHICHUA KOMIIVIEKCHO B UX MYJbTUMOJAJIBHOM KOHTEKCTE.

HccnenoBanue BBITOJIHEHO B (hopmaTe KauecTBEHHOTO ketic-ctaan. Kopiryc coctouT u3 ¢punbma Aile
Arasinda (2017), pexuccép — O3aH AUYBIKTaH, CUEHApUCT — I[ronbce bupcens, u ero (QpaHIy3cKux
CyOTUTPOB. AHAJIM3 ONMPAETCs Ha MATUCTYNIEHYAaThI MyJIbTUMOAAIBHBIN 1oxo1 MaptuHeca Coeppsl (2022)
K COLMAJBHONW M SI3BIKOBOM BapMAaTHBHOCTH B ayJHOBH3YAJIbHBIX TeKcTax. JIMHrBHCTHYECKHE NepEeMEHHBIE,
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BBISBJICHHBIC B HCXOJHOM TEKCTE, OBUIM KIACCU(PUIMPOBAHBI 110 BOCBMHU KaTeropusM: GopMbl oOpamieHus,
JKaproH, BapHATHBHOCTb PETHCTPA, MOMOMBI U IIOCIOBHUIIBI, OCKOPOJICHUS W PYyraTelbCcTBa, HHOCTPAHHBIC
JIEKCHYECKUe 3JIEMEHTHl ¥ OCOOCHHOCTH NPOHM3HOIICHHUS, PA3rOBOpHAas pedb M MexIaoMmerHa. Bcero Gbuio
MPOAHAIM3UPOBAHO 16 mprMepoB (IO IBa W3 KAKIOH KATETOpPHH) B CPABHHUTEIFHOM KIFOYE C Y4ETOM
KOHTEKCTA CICHBI, COIIMANBHBIX XapaKTePUCTHK IEPCOHAXKEH, MEKINYHOCTHBIX OTHOIICHUH, BU3YAJIbHBIX U
ayAuaJbHBIX 3HAKOB, AMAOra HCXOLHOTO TEKCTa, (paHIy3CKUX CYOTHTPOB M OOpaTHBIX HepeBoloB. B
Cily4asix, KOr/ia COLajIbHbIe U HappaTUBHbIE (QYHKINH SI3bIKOBOW BApPHATHBHOCTH HE COXPAHSIIMCH B IIEJICBOM
TEKCTe, MPEAIarajich ajJbTepPHATHBHBIEC IEPEBOIBL.

Pe3ynbTaThl MOKa3bIBAIOT, YTO A3BIKOBAs BapUaTHBHOCTb B 16 NpoaHaIM3UPOBAHHBIX NpHMEpax
NPEUMYIIECTBEHHO Nepenaéresi Ha CTaHAapTHOM (paHIly3CKOM SI3bIKE, HEUTpaM3yeTCs WIIM OIyCKaeTCs.
JKapron u pasroBopHbI€ BBIp@KEHHs, HECTaHAApTHBIE (GOPMBI peur, GopMbl 0OpalieHus, YKa3blBalolie Ha
OJIM30CTh WIKM COLMANbHYIO JUCTAHIMIO, a TaKXKE JIEKCHYECKUE BHIOOPHI, OTpaKarollle COLUOKYJIbTYpPHBIC
MO3UIMN TIEPCOHAXKEH, YacTO TEPAIOT CBOIO MAapPKHPOBAaHHOCTH B IIEJIEBOM TEKCTE. B HEKOTOPBIX Ciydasx
UIMOMBI ¥ TIOCJIOBHIIBI 3aMEHSIFOTCS O0JIee IMIPSIMBIMH BBIPAKESHUSIMHU, HE BOCIIPOM3BOAAIINME UX KyJIbTypHBIE
Y IMCKYPCUBHBIE (DYHKITNH, TOTIa KAK OCKOPOJICHHS, PyTaTeNbCTBA U MEXKIOMETHS CMATYal0TCS, YTO CHIKACT
SMOIMOHANBHYI0 WHTEHCHBHOCTh JHanora. XOTS TaKWe IEPEBOMUYECKHE PEHICHUS MOTYT OOJICTIHTh
MOHMMaHHE CyOTHTPOB, OHH yMEHBIIAIOT BHIMMOCTh MEXIMYHOCTHON ONM30CTH, BIACTHBIX OTHOLICHUH,
COLMAIBHBIX MPHUHAUICKHOCTEH N KyJIbTYpPHBIX PAa3IMYM{ B IEJICBOM TEKCTE. BU3yasbHbIE, ayJuanbHbIC U
KOHTEKCTyaJbHblEe 3HAaKH YAaCTHYHO KOMIICHCHUPYIOT A3THU SI3BIKOBBIC IOTEPH, OJHAKO CHCTEMAaTHYECKH B
MEPEeBOTIECKUX PEIICHUSX HE YUUTHIBAIOTCS.

B 3axmoueHue pe3yibTaThl CBUAETEIBCTBYIOT O TOM, UTO $3bIKOBAasg BapHATUBHOCTh B
ayIUOBU3yallbHBIX IMPOJYKTaxX MpeACTaBIsieT co00il He MpPOCTO COBOKYNHOCTh JIEKCHUYECKHX H
rpaMMaTH4eCcKUX OCOOEHHOCTEH, HO M MYyNbTUMOJAIBHBIA pecypc, y4acTBYIOIIMN B KOHCTPYHPOBAaHHU
WICHTUYHOCTEH NepcoHaXkel, WX COIUANbHBIX OTHOLICHWH W HAappaTHBHBIX poiiei. AHamm3 Aile Arasinda
MOKA3bIBACT, YTO HCIOJB30BAHME CTAHAAPTHOTO f3bIKa B CyOTHTpax CHI)KACT BHUAMMOCTb HEKOTOPBIX
COLMOKYJIbTYPHBIX pAa3IN4ni, 3aJO0KCHHBIX B HCXOJHOM TEKCTE, M OCIabIsieT OTAENbHBIC ACIEKTHI
XapaKTepPUCTUKN TEpcoHaked. Bmecto TOro 4droObl paccMaTpuBaTh — S3BIKOBYIO — BApHATHBHOCTH
W30JIMPOBAHHO, NPEJIOKEHHBIN KapKac CBA3BIBACT KAXKAYIO BEpOATbHYI0 0COOCHHOCTH ¢ KOHKPETHON CLIEHOH
e€ TOSBIICHUS W CONMPOBOXIAIOMICH BU3yallbHOH M ayquainbHON wH(popmarmed. Takoi WHTErpHUPOBAHHBIH
MIOJIXO/1 TTO3BOJISIET BCECTOPOHHE OLIEHUTH TPaHC(HOPMAIHIO SI3BIKOBOM BapHAaTUBHOCTH B IpOIlecce IepeBoaa
U CTETeHb, B KOTOPOH ApyTHe MyJIbTHMOAAIBHbIE PECYPChl KOMIICHCHPYIOT BOHUKAIOIIHNE S3bIKOBBIE IOTEPH.
OObennHAS COIMOJIMHTBUCTHYECKHE KAaTETOPUH U BHU3yalbHbIE, aylHalbHBIE U KOHTEKCTyalbHbIE 3HAKU B
€IMHOM aHAJINTUYECKOM KapKace, HCCIIe[IOBaHNE BHOCUT BKJIaJ] B Pa3BUTHE UCCIIEJOBAaHUN ay JHOBH3YallbHOTO
MepeBo/1a, MOCBSIIEHHBIX TIepeiade A3bIKOBOI BAPHATUBHOCTH B MEXBA3BIKOBOM CYOTUTPUPOBAHHH.

KaroueBbie CiioBa: ayanMOBU3yalbHBIA NEPEBOJ, MEXbSI3BIKOBOE CYOTHTPUPOBAHHUE, SI3BIKOBAs
BapHaTHBHOCTb, COLIMOINHIBHCTHKA, MYJIbTUMOJaJIBHOCTh

TRfod IRIR:

faftr ifgan ok TR wewH R s Jufufa & HRu, sifsafagsr srare 3mel & ¢
Sfia 1 31 fewar s A g | 3o fafid faensi & Su=ives (subtitling) YR & 3w TUwoig Geuf
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fRIgid 3R BR & s g BT BT PRl & 3R 3T UHR AT b1 Tl & qive it ¥ 1 ogafRid
facrvoners faftrnt grr waffa, Tt st 7 Faa IRIER! & IwErh AnferiE uem #Rd § sfew
SifeAfagsia srare e & iR Sgifas gafell & ot wgg H=a g1

g gaiel #, HTwTs fafdyar &1 srgare fagiy U A gAY HE] 3, il I8 dhad HINTS SHSRI
B e afcsh IS, Tipiad iR HUTHD 3 1 IO FHrdT & | Sferar, THTSTHINIY, Sierard o 1T,
AT, G S TG 3R 37 TR-AFS HTOTS [AIATATE I UgaH, Tipiad dagdl, TRWRS I
3R HUES UMY & Te@yul Yo g1 37 dal BT RIFTRUT 3R ddb-ie! Jrarstt, gxfaw! Bt sremsit
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Ut § 8 RIFTARd il €, SdTe Ufthar H IUd! A, TR ad 3R HUTeTd YHSTY forg
T 9% Wi w8, ok sifeafagsra de srarg fofdl & &9 ywifdd w=ar 81 gafd
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Yapilandirilmis Ozet:

Gorsel-isitsel ¢eviri, farkli medya ve iletisim platformlarinda yaygin bigimde yer almasi nedeniyle
giindelik yagamin ayrilmaz bir parcasi haline gelmistir. Gorsel-isitsel ¢evirinin gesitli tiirleri arasinda yer alan
altyaz1 ¢evirisi, diinya genelinde c¢ok c¢esitli iletisim baglamlarinda giderek daha yaygm bigimde
kullanilmaktadir. Bununla birlikte, bu alandaki mesleki uygulamalarin hizli gelisimi, zaman zaman akademik
aragtirmalar ile sektdr uygulamalari arasinda bir bosluk olusmasina yol a¢abilmektedir. Bu baglamda, somut
orneklere dayanan vaka caligmalari, kuram ile uygulama arasinda koprii kurulmasinda ve bdylece alanin
gelisimine katki saglanmasinda dnemli bir rol oynamaktadir. Sistematik ¢6ziimleme yontemleriyle desteklenen
bu tiir calismalar, uygulayicilara yol gosterirken gorsel-isitsel ¢eviri alanindaki kuramsal tartigmalari da
zenginlestirmektedir. Bu tartigmalar kapsaminda dilsel degiskenlerin cevirisi, dilsel anlamin yani sira
toplumsal, kiiltiirel ve anlatisal anlamlar da tasimasi nedeniyle dnemli bir sorun olusturmaktadir. Lehgeler,
toplumsal degiskeler, giindelik dil, argo, hitap bicimleri ve 6l¢iinlii olmayan diger dilsel 6zellikler; toplumsal
kimligin, kiiltiirel aidiyetin, kisilerarasi iliskilerin ve anlatisal konumlandirmanin énemli gostergeleri olarak
islev gormektedir. Ancak bu unsurlarin aktarimi ¢cogu zaman teknik kisitlar, izleyici beklentileri ve erek dilin
dilsel ve kiiltiirel uzlagimlar1 geregi sinirlandirilmaktadir. Bu nedenle altyazi ¢evirilerinde s6z konusu 6zellikler
siklikla notrlestirilmekte, 6l¢linlii hale getirilmekte veya ¢ikarilmakta; bunun sonucunda sosyokiiltiirel anlam
kismen kaybolmaktadir.

Bu calisma, Aile Arasinda filmindeki dilsel degiskenlerin Fransizca altyaziya nasil aktarildigini,
bunlarin toplumsal, kiiltiirel ve anlatisal islevlerinin ¢eviri siirecinde ne dlgiide korundugunu ve gorsel-isitsel
baglamin ¢eviri kararlarint nasil yonlendirdigini incelemeyi amaglamaktadir. Dilsel degiskenlerin aktarimi,
gorsel-isitsel ¢eviri arastirmalarinda genel olarak geviri stratejileri ve altyazinin teknik siurliliklart agisindan
ele alinmig olsa da dilsel degiskenler ile karakter olusumu, toplumsal kimlik, anlatisal islevler ve ¢ok kipli
gostergeler arasindaki iliskiye gorece sinirlt dlglide odaklanilmigtir. Bu bosluktan hareket eden ¢alisma, dilsel
degiskenlerin dilsel, toplumsal, kiiltiirel ve gostergebilimsel boyutlarint biitiinlestiren, uygulanabilir bir
¢Oziimleme gergevesi Onermektedir.

Caligsmanin kuramsal gergevesi, dilsel degiskenlere yonelik toplumdilbilimsel yaklasimlar ile gorsel-
isitsel ¢eviri alanindaki yaklasimlart bir araya getirmektedir. Dilsel degiskenler, yalnizca konusurun cografi
veya toplumsal kdkenini yansitan dilsel gostergeler olarak degil, karakterlerin birbirleriyle kurduklari iliskileri,
toplumsal konumlarmi ve anlati igerisindeki rollerini belirginlestiren islevsel unsurlar olarak
degerlendirilmistir. Gorsel-isitsel metinlerde bu unsurlarin anlami, sézel ifadelerin yan1 sira oyuncularin ses
tonu, vurgu, jest ve mimikleri ile sahnenin gorsel diizenlenisi araciligiyla da olusturulmaktadir. Bu nedenle
¢oziimlemede kaynak metin ile erek metin arasindaki dilsel farkliliklarin belirlenmesinin yanisira s6z konusu
farkliliklarin karakter olusumu, kisilerarasi iliskiler ve anlatinin geligimi iizerindeki etkileri de incelenmistir.
Boylece ¢eviri tercihlerinin ¢ok kipli baglam igerisindeki islevleri biitlinciil bigcimde degerlendirilmistir.

Arastirmada nitel vaka c¢aligmasi deseni benimsenmistir. Arastirmanin biitiincesini, yonetmenligini
Ozan Agciktan’in, senaristligini Giilse Birsel’in iistlendigi Aile Arasinda (2017) filmi ve filmin Fransizca
altyazilari olugturmaktadir. Coziimlemede Martinez Sierra’nin (2022) gorsel-isitsel metinlerdeki toplumsal ve
dilsel degiskenlere yonelik bes asamali ¢ok kipli yaklagimi temel alinmistir. Kaynak metinde belirlenen dilsel
degiskenler; hitap bigimleri, argo, kesit farkliliklari, deyimler ve atasozleri, hakaret ve kiifiirler, yabanci
sozciikler ve sOyleyis ozellikleri, giindelik dil ve iinlemler olmak iizere sekiz kategoride siniflandirilmistir. Her
kategoriden ikiser 6rnek olmak iizere toplam 16 Ornek; sahne baglami, karakterlerin toplumsal 6zellikleri,
kisilerarasi iliskiler, gorsel ve isitsel gdstergeler, kaynak metindeki diyaloglar, Fransizca altyazilar1 ve geri
cevirileri dikkate alinarak karsilagtirmali bicimde ¢oziimlenmistir. Dilsel degiskenlerin toplumsal ve anlatisal
islevlerinin erek metinde korunamadigi durumlarda olasi ¢eviri dnerileri sunulmustur.

Bulgular, incelenen on alti drnekteki dilsel degiskenlerin agirlikli olarak odlciinlii Fransizcayla
aktarildigini, nétrlestirildigini veya ¢ikarildigini gostermektedir. Argo ve giindelik dil ifadeleri, dl¢iinlii dil dis
konusma bigimleri, yakilig1 veya toplumsal mesafeyi gosteren hitap bicimleri ve karakterlerin sosyokiiltiirel
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konumlarimi yansitan sdzciik se¢imleri, erek metinde belirgin 6zelliklerini siklikla kaybetmektedir. Bazi
orneklerde deyim ve atasozlerinin, kiiltiirel ve sdylemsel iglevlerini yeniden iiretemeyen daha dogrudan
ifadelerle karsilandigi; hakaretlerin, kiifiirlerin ve {iinlemlerin ise yumusatilarak diyalogun duygusal
yogunlugunun azaltildig1r goriilmiistiir. Bu ceviri tercihleri altyazilarin anlagilmasini kolaylastirabilse de
kisileraras1 yakinligin, gii¢ iliskilerinin, toplumsal aidiyetlerin ve kiiltiirel farkliliklarin erek metindeki
goriiniirliigiinii azaltmaktadir. Gorsel, isitsel ve baglamsal gostergeler bu dilsel kayiplar1 kismen telafi etmekle
birlikte, ¢eviri kararlarinda sistematik bigimde dikkate alinmamaktadir.

Sonug olarak bulgular, gorsel-isitsel iiriinlerdeki dilsel degiskenlerin yalnizca sozciiksel ve dilbilgisel
ozelliklerden olugsmadigini; ayni zamanda karakterlerin kimliklerinin, toplumsal iliskilerinin ve anlatisal
rollerinin olusturulmasinda islev goren ¢ok kipli bir kaynak niteligi tasidigii ortaya koymaktadir. Aile
Arasinda filminin ¢dzliimlemesi, altyazi gevirisinde dlgiinlii dil kullanimmin kaynak metinde yer alan bazi
sosyokiiltiirel farkliliklarin goriiniirliigiini azalttigin1 ve karakter olusumunun kimi yonlerini zayiflattigini
gostermektedir. Onerilen cerceve, dilsel degiskenleri tek bagina ele almak yerine her bir sdzel 6zelligi icinde
bulundugu sahne baglami ve ona eslik eden gorsel ve isitsel bilgilerle iliskilendirmektedir. Bu biitiinlesik bakis
acisi, dilsel degigkenlerin aktarim sirasinda nasil doniistiiriildiigiiniin ve diger ¢ok kipli kaynaklarin ortaya
cikan dilsel kayiplart ne dlglide telafi ettiginin birlikte degerlendirilmesine olanak saglamaktadir. Caligma,
toplumdilbilimsel kategoriler ile gorsel, isitsel ve baglamsal gostergeleri ortak bir ¢éziimleme ¢ergevesinde bir
araya getirerek diller arasi altyazi ¢evirisinde dilsel degiskenlerin aktarimina iliskin gorsel-isitsel g¢eviri
aragtirmalarina katkida bulunmaktadir.

Anahtar Kelimeler: gorsel-isitsel ¢eviri, dillerarasi altyazi, dilsel degiskenlik, toplumdilbilim, ¢ok
modluluk
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The Transfert of Linguistic Variation in Interlingual Subtitling: The Case of Aile Arasinda

Introduction

Audiovisual translation, now recognized as a major subfield of translation studies, is
evolving rapidly in response to globalisation, technological advances, and the widespread use of
digital platforms. This dynamic landscape may at times create a gap between academic research and
professional practice. Case studies drawing on concrete examples are therefore particularly valuable,
as they help bridge theoretical approaches and translation practice. Grounded in rigorous
methodologies, such studies offer practical insights for practitioners while also contributing to the
theoretical advancement of the field.

Situated at the intersection of disciplines such as linguistics, semiotics, sociolinguistics, and
cultural studies, audiovisual translation offers considerable scope for a wide range of research. The
narratives conveyed through audiovisual productions, which are often consumed as forms of
entertainment and leisure, represent different languages, cultures, social classes, and patterns of
language use, thereby presenting audiences with a multilayered social reality. The ability of
audiences to engage meaningfully with these productions through translation plays an important role
in their acceptance, continued engagement, and reception within the target culture. Contemporary
research on audiovisual translation has moved beyond approaches concerned solely with the transfer
of verbal content, demonstrating the need for an integrated consideration of the linguistic and non-
linguistic elements that contribute to meaning-making (Chaume, 2012; Diaz-Cintas & Remael, 2014;
Pérez-Gonzélez, 2014). Indeed, the linguistic choices of characters function not merely as means of
communication but also as markers that play a central role in the construction and representation of
social identities, cultural affiliations, and social roles. In this context, linguistic features such as
speech patterns, registers, accents, and forms of address should be considered alongside multimodal
signs, including facial expressions, gestures, intonation, and mise-en-scéne. The transfer of linguistic
variation particularly dialects, slang, sociolects, and different registers into another language may
pose significant challenges for translators at both linguistic and cultural levels. It is therefore
important to examine these variables from a multimodal and function-oriented perspective, in
accordance with contemporary approaches in translation studies and with due consideration for the
structure and nature of the audiovisual production. Such an analysis is essential to reproducing
characterisation and narrative functions in the target language.

This study aims to examine how linguistic variation in the film Aile Arasinda is transferred
into the French subtitles, the extent to which its social, cultural, and narrative functions are preserved
in the translation process, and how the audiovisual context informs translation decisions. When
transferring such variation into the target language, subtitlers adopt various strategies to preserve the
social and cultural fabric of the source text. In practice, however, the difficulties involved in this
process mean that linguistic variation is frequently neutralised, rendered in the standard variety, or
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omitted altogether. This may weaken the representation of the source text’s social reality and alter
the audience’s perception of it.

To this end, dile Arasinda, directed by Ozan Aciktan and written by Giilse Birsel, was
selected as the corpus of the study. The film provides a rich field of investigation, as it reflects the
diversity of language use among characters from different social backgrounds. Accordingly, the
study examines linguistic variables that make social identities visible such as forms of address, slang,
vernacular language, accents, non-standard language, registers, swear words, idiomatic expressions,
and interjections alongside discourse reflecting educational background and social position, as well
as cultural references, within the context of the French subtitles. Through this corpus, the study seeks
to propose an analytical method for investigating the transfer of linguistic variation in audiovisual
translation, contribute to the limited literature in this area, and develop an exemplary analytical model
that may be used in audiovisual translation training.

The study consists of seven sections. The first section addresses the concept of linguistic
variation within a sociolinguistic framework. The second relates the transfer of linguistic variation
in audiovisual translation to the relevant literature. The third reviews subtitling and the transfer of
linguistic variation within the audiovisual translation literature, in line with the purpose of the study.
The fourth presents the theoretical framework adopted for analysing the translation of linguistic
variation. The fifth briefly introduces Aile Arasinda, explains the rationale for selecting it as the
corpus, and examines the transfer of linguistic variation in its French subtitles within the framework
of audiovisual translation approaches. The sixth relates the corpus to Martinez Sierra’s (2022)
method, developed to identify linguistic variables on the basis of social variables in audiovisual texts.
The seventh section, devoted to examining the transfer of linguistic variation, provides a detailed
multimodal analysis of the film in accordance with the proposed method. Within this framework,
paralinguistic elements, audiovisual codes, contextual signs, and the characters’ social positions are
considered together, while the ways in which linguistic elements support the social realities
constructed across these layers are examined under eight categories. The findings are discussed in
conjunction with the French subtitles; where deemed necessary, alternative translations are proposed
together with their back-translations.

The Conclusion and Discussion section reveals that the linguistic variables examined across
the eight categories were largely neutralised in the subtitles; slang, accents, and vernacular language
were rendered in the standard variety; certain idioms and words were occasionally translated word
for word despite the availability of French equivalents; differences in register were overlooked; and
linguistic signs were not considered as an integrated whole alongside multimodal non-verbal signs.
On this basis, the study emphasises the importance of analysing linguistic variation in conjunction
with multimodal signs in order to reproduce the narrative functions and characterisation of the source
text in the target language. The discussion further evaluates the role of linguistic variation in
audiovisual translation and considers the potential contributions of such studies to research, training,
and professional practice.

Linguistic variables, which reflect social differences, are one of the key areas of study in
sociolinguistics. For this reason, before moving on to the phenomenon of linguistic variation, which
features prominently throughout this study, it would be appropriate to define the concept within a
basic framework in the context of sociolinguistics.

Linguistic Variation in the Context of Sociolinguistics

Drawing on disciplines such as sociology, anthropology, and psychology, sociolinguistics
developed significantly from the 1960s onwards through the pioneering work of scholars such as
William Labov, Dell Hymes, John Gumperz, and Joshua Fishman (Kantarcioglu, 1999, p. 66).
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In contrast to the traditional linguistic approach, which treats language as a homogeneous
and abstract system isolated from its social context, sociolinguistics maintains that language use is
directly related to social conditions, identities, and communicative contexts (Labov, 1976). From this
perspective, it is regarded as an interdisciplinary field of research concerned with the reciprocal
relationship between linguistic forms and social structure (Hudson, 1980; Wardhaugh, 2006). Since
the 1990s, the discipline has strengthened its links with fields such as ethnology and social
psychology, thereby expanding its already broad range of research interests (Kiran & Kiran, 2023,
p. 377).

Although sociolinguistics has been defined in various ways in the literature, these definitions
share a common foundation. Boyer (1996) states that sociolinguistics considers all phenomena
associated with individuals speaking within society, whereas Hudson (1980) defines it, in its simplest
terms, as the study of the relationship between language and society. Similarly, Gumperz (1982)
argues that social and linguistic structures are closely correlated and that sociolinguistics seeks to
investigate changes occurring within this relationship. Chambers, in a more direct formulation,
defines the field as “the study of the social uses of language” (Wardhaugh, 2006, p. 11). Central to
this approach, which is grounded in the reciprocal interaction between linguistic and social
phenomena, is the concept of “covariation” (Giiz et al., 2007, p. 196). Referring to the parallel
variation of social phenomena and linguistic data (Labov, 1972), covariation also provides a
theoretical basis for translators and translation scholars who maintain that the source text must be
considered within its social context. Indeed, whereas linguistics focuses on analysing a sentence
primarily in structural terms, sociolinguistics concentrates on the register of an utterance, its
producer, the circumstances in which it is produced, and the speaker’s communicative intention
(Kiran & Kiran, 2023, p. 377).

Language, which is as dynamic as society itself, displays a heterogeneous structure in
accordance with the principle of covariation, reflecting differences in social status, communicative
context, and interpersonal relationships (Labov, 1966; Milroy, 2007; Wardhaugh, 1986). This gives
rise to linguistic variation, one of the principal areas of inquiry in sociolinguistics. Linguistic
variation is a broad concept referring to the choices individuals make among different forms of
language use within particular social and cultural contexts (Bell, 1991; Holmes, 2013; Myers-
Scotton, 1998). In other words, individuals acquire language not solely as a set of abstract
grammatical rules but also in relation to its social and communicative functions within particular
contexts of use; accordingly, they select among different linguistic variables in response to the
requirements of a given communicative situation (Wardhaugh, 2006). This perspective is also
consistent with Halliday’s (1985, 1994) theory of Systemic Functional Linguistics, which maintains
that meaning is constructed through the interaction of the communicative context, the channel
employed, and interpersonal relationships.

The earliest theoretical approaches to linguistic variation were introduced in the works of
Halliday, Mclntosh, and Strevens (1964), Catford (1965), Gregory (1967), and Milroy (1987);
however, the concept was systemically theorised primarily through Labov’s (1966, 1972)
contributions. Linguistic variation encompasses systematic linguistic differences that arise within a
language as a result of social, regional, contextual, or individual factors (Trudgill, 2003). While
Foulkes (2006) defines variation as a universal and functional feature of language, Paillet (2005)
emphasises that it is shaped in conjunction with social transformations. Accordingly, linguistic
variables become apparent at the phonological, morphological, syntactic, and lexical levels,
functioning as important markers of an individual’s social identity, class affiliation, geographical
origin, and gender (Boutet & Gadet, 2003; Trudgill, 2000; Yagl, 2023).

Various approaches to the classification of linguistic variation can be found in the literature.
Dittmar (1976) distinguishes among standard, regional, social, and functional varieties within a
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speech community, whereas Gadet (1992) addresses variation in terms of both language-internal and
language-external factors. The classification and functions of linguistic variation constitute an
important theoretical framework employed not only in sociolinguistics but also in translation studies.
The approach to linguistic variation proposed by Halliday, Mclntosh, and Strevens (1964) was
subsequently developed within the context of translation studies by Hatim and Mason (1990) and
employed as a functional analytical tool in translation analysis. According to this approach, linguistic
variation is examined along two principal dimensions: user-related variation and use-related
variation.

User-related variation encompasses differences associated with the language user, including
the speaker’s geographical origin, age, social class, educational background, use of standard or non-
standard language, and individual linguistic features, or idiolect.

Use-related variation, by contrast, focuses on the communicative context in which language
is used. It examines forms of language use that vary according to register, as shaped by field, tenor,
and mode.

In seeking to explain linguistic variation through both language-internal factors and
extralinguistic social factors, Bulot and Blanchet (2013, p. 48) identify five principal dimensions of
extralinguistic variation:

1. Diachronic variation (historical linguistic variation): This reflects the transformation and
development of language over time.

2. Diastratic variation (social linguistic variation): This refers to forms of language use
shaped by social class, educational background, age, occupation, and social affiliation.

3. Diatopic variation (geographical linguistic variation): This denotes differences such as
regional dialects and accents that arise in relation to geographical regions and local areas.

4. Diaphasic variation (contextual linguistic variation): This encompasses registers and
styles that vary according to the communicative context, setting, and degree of formality in
interpersonal relationships.

5. Diageneric variation (gender-related linguistic variation): This concerns differences in
language use between women and men. This type of variation demonstrates that women and
men may attribute different meanings to the same linguistic signs and may not use identical
linguistic forms in similar social contexts.

In addition to these five dimensions, Gadet (2003, p. 15) introduces diamesic
variation (variation related to the medium of communication), which refers to differences arising
from the channel or medium employed in communication, particularly the written or spoken mode.
Gadet further notes that these types of variation are not static categories but remain in constant
interaction with one another. Accordingly, all manifestations of language—including the standard
variety, regional dialects, social dialects or sociolects, jargon, and occupational varieties—are
products of this dynamic interaction (Demir & Y1ilmaz, 2009, p. 17).

Within the scope of the present study, diatopic, diastratic, and diaphasic variation, as defined
in Bulot and Blanchet’s (2013) classification, are represented prominently and functionally in Aile
Arasinda, which constitutes the corpus of the analysis. The film’s frequent use of non-standard
language provides the audience with significant information about the characters’ social status,
identities, age, geographical origins, and occupational affiliations (Demir & Yilmaz, 2009, p. 16).
These forms of linguistic variation not only create a realistic social background but also play a central
role in constructing the film’s humorous effect and characterisation.
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The forms of linguistic variation identified in the film may be exemplified across these three
principal dimensions as follows:

Diatopic Variation (Regional Variation / the Adana Dialect): The language used
by Hagmet and his family constitutes the most prominent example of linguistic
variation associated with geographical origin. The characters frequently employ
expressions specific to the Adana region, such as bici bici, gadasin aldigim,
and cincik gibi, while also displaying local speech features at the phonetic and
morphological levels. The deletion of the word-final consonant /1/, the reduction of
the present progressive suffix in forms such as napiyon and gidiyo, as well as region-
specific interjections such as abov and local idiomatic expressions, serve as markers
of diatopic variation in the film.

Diastratic Variation (Sociolect): The characters in the film display stratified forms
of language use that reflect different social classes, educational backgrounds, and
occupational groups. In this context, diastratic variation is manifested in Fikret’s
measured, rule-governed, and normative language, which reflects his identity as a
bourgeois shopkeeper; Solmaz’s intimate discourse, marked by slang and the
language of nightlife associated with her work in the entertainment sector; Neco’s
use of street language and slang; Leyla’s hybrid discourse combining neighbourhood
speech with popular-culture jargon; and Hasmet’s patriarchal discourse. These
linguistic distinctions provide important indications of the characters’ social
positions and lifestyles.

Diaphasic Variation (Register): Diaphasic variation is reflected in the characters’
ability to modify their language, tone, and style according to their social environment
and changing communicative situations. Fikret, the owner of a chandelier shop,
adopts a more controlled and standard variety in his commercial and formal
interactions but shifts to a more intimate and emotional form of discourse in his close
relationship with Solmaz. Similarly, while Solmaz uses a form of speech resembling
nightclub and street vernacular in her usual social environment, she attempts to speak
an excessively polite form of “Istanbul Turkish” in the presence of her conservative
prospective in-laws from Adana. Leyla’s language, which blends neighbourhood
speech with popular-culture discourse, is also noteworthy in this respect.
Diageneric Variation (Gender-Related Language Use): As illustrated by the
language used by Behiye, Solmaz’s transgender singer friend, the film also features
a distinctive subcultural jargon associated with gender and sexual orientation,
namely LGBT jargon or Lubunca. However, since gender-related language use
constitutes a distinct theoretical and methodological field of inquiry, it has been
excluded from the scope of the present study in order to maintain the article’s
structural boundaries.

Linguistic Variation and Audiovisual Translation

The transfer of linguistic variation in translation practice has long constituted an important
topic of discussion at the intersection of sociolinguistics and translation studies. Since linguistic
variables convey layers of meaning related to social identity, affiliation, and cultural positioning,
their translation requires decisions to be made not only at the linguistic level but also at the social
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and cultural levels. Hatim and Mason (1990) maintain that linguistic variation should be addressed
in the translation process in terms of user-related and use-related differences, while Federici (2011)
emphasises that it is not always possible to transfer linguistic variables containing strong cultural
markers without losing their social meanings. Similarly, Benlakdar (2020) draws attention to the
importance of a sociolinguistic approach, particularly when there are substantial structural and
cultural differences between the source and target languages.

Audiovisual productions are multimodal constructs in which linguistic and non-linguistic
elements jointly contribute to meaning-making. Analyses of their translation should therefore
consider audiovisual codes, context, and characters in an integrated manner. In addition to linguistic
variables such as speech patterns, tone of voice, dialect, and accent, non-linguistic signs including
facial expressions, gestures, clothing, and appearance play a determining role in constructing social
identity, cultural affiliation, and interpersonal relationships (Martinez Sierra, 2022). Linguistic
variation has long been employed in films as a narrative device for characterisation, the construction
of interpersonal relationships, and the representation of discursive context (Hodson, 2014; Kozloff,
2000; Lippi-Green, 1997).

Screenwriters and dialogue writers use linguistic variation to create a sense of authenticity,
make relations of power and solidarity visible, produce humorous effects, or convey a particular
perspective (Hatim & Mason, 1990). In audiovisual translation, however, the tension between spoken
and written discourse makes the transfer of the communicative meanings conveyed by linguistic
variation technically, textually, and socioculturally complex (Ramos Pinto, 2018, p. 18). Several
reception studies have also investigated how subtitling strategies are perceived by audiences
(Bairstow, 2011; Bucaria, 2008; Caffrey, 2008, 2009; Chiaro, 2007, 2008; Perego et al., 2010).
Although these studies have made significant contributions to the field, analyses of subtitling have
largely concentrated on the strategies used to transfer linguistic variation and on technical constraints.
By contrast, multimodal contexts and the diverse narrative functions of linguistic variation have
received comparatively limited attention (Gambier, 2013; Ramos Pinto, 2018). One reason for this
is the limited availability of integrated analytical frameworks for examining linguistic variation in
multimodal audiovisual productions (Gambier & Ramos Pinto, 2016; Remael, 2001; Taylor, 2003,
2009). It is often impossible to reproduce these signs in the target language in a manner that evokes
the same social and cultural associations as those conveyed by the source production. Consequently,
alongside the genre, function, and message of the source production and the intended effect in the
target culture, the ways in which linguistic variation is represented and transferred through particular
translation strategies constitute an important area of research in audiovisual translation.

Various empirical studies have been conducted in different linguistic and cultural contexts
on the transfer of linguistic variation in audiovisual translation. These studies have demonstrated that
achieving a balance between functional equivalence and cultural authenticity represents one of the
principal challenges in transferring culturally specific linguistic variation into the target language
(Kharitonova, 2019; Sukmaningrum et al., 2022).

Linguistic Variation in Subtitling

As the present study examines how linguistic variation is rendered in the French subtitles of
the selected corpus, a brief overview of subtitling is provided below. Subtitling, one of the most
widespread forms of audiovisual translation, is a multimodal practice involving the transfer of spoken
dialogue, written elements appearing on screen, and relevant auditory signs (Diaz-Cintas & Remael,
2014; Gottlieb, 2004). Linguistic elements and non-linguistic signs should therefore be considered
in an integrated manner. However, subtitling is subject to technical constraints such as character
limits, timing, and readability requirements (Fong, 2009). These constraints may directly influence
translation decisions, particularly when transferring linguistic variation that conveys social and
cultural meanings.
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The literature on the subtitling of linguistic variation has largely focused on the challenges
involved in rendering such features in the target language. These discussions have primarily
addressed the technical, textual, and sociocultural factors underlying the strategies used to convey
language varieties in audiovisual productions (Ramos Pinto, 2018). By contrast, the relationship
between verbal and visual elements, together with their respective narrative functions, has received
comparatively limited attention. Although audiovisual translation research acknowledges that
meaning in film is constructed through various semiotic resources, analyses are often confined to the
relationship between dialogue and subtitles (Gambier, 2013). One of the principal reasons for this
limitation is the lack of integrated analytical frameworks capable of accounting for the multilayered
relationships among the different modes operating in audiovisual productions (Gambier & Ramos
Pinto, 2016).

Transferring a film into another language through subtitles is a highly complex process,
particularly when the source language contains deviations from its standard variety. Productions
featuring non-standard pronunciation, dialects, and other language varieties especially when these
features contrast with the standard variety are described as audiovisual productions displaying
linguistic variation (Ellender, 2015, p. 2). Since language use is central to character identity and
narrative structure, it is important to transfer these features into subtitles as functionally as possible.
However, it is not always possible to reproduce the cultural and social meanings conveyed by
linguistic variation in the same way in the target language. According to Ellender (2015, p. 3), these
difficulties frequently lead subtitlers to avoid transferring linguistic variation and to resort instead to
the standard variety (Rosa, 2004; Serban, 2008; Toury, 1995).

According to Diaz-Cintas and Remael (2014), certain forms of linguistic variation need to
be represented in subtitles because they contribute to the development of the plot and help construct
the characters’ distinctive features. Indeed, linguistic variation is deliberately employed in
audiovisual productions such as films and television series to reflect the characters’ social-group
membership, geographical origins, interpersonal relationships, and, in some cases, the narrative
perspective (Hodson, 2014; Kozloff, 2000; Lippi-Green, 1997). Nevertheless, since film is generally
regarded as a predominantly visual form of narrative, the examination of such linguistic elements
has remained comparatively limited (Kozloff, 2000).

In addition to the communicative dimension, which conveys information about language
users and contexts of use in discourse, Hatim and Mason (1990) propose two further contextual
dimensions: the pragmatic and the socio-semiotic. From a pragmatic perspective, linguistic variation
performs a functional role within the context in which it is used. From a socio-semiotic perspective,
discourse is associated with social position and status within a particular linguistic community (Rosa,
2012). These dimensions demonstrate that the linguistic variation employed in audiovisual
productions is closely connected to cultural, geographical, and social contexts.

The principal challenge therefore lies not so much in converting spoken language into written
form or directly translating non-standard varieties, but rather in identifying a target-culture variety
that can functionally correspond to the communicative meanings attributed to a particular variety in
the source culture. As Diaz-Cintas and Remael (2007, p. 191) observe, “The connotations of the
different target culture dialects will never be the same as those of the source language dialects they
replace.” In other words, the communicative meanings associated with linguistic variation may have
no direct equivalent in the target culture, since each culture is organised differently within its own
social and linguistic structure. This situation has been explained through Leppihalme’s (1997)
concept of culture bumps, while some scholars have characterised the translation of such elements
as an extremely difficult undertaking (Brodovich, 1997; House, 1998; Lane-Mercier, 1997).
Nevertheless, Benlakdar (2020) emphasises that although the cultural and social meanings conveyed
by linguistic variation complicate the transfer process, translators should seek to preserve its social
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function and tone as far as possible when transferring it into the target culture. Similarly, drawing on
examples from British and French cinema, Ellender (2015) argues that variables such as dialect,
sociolect, and register can be preserved in subtitling through appropriate strategies and sufficient
expertise.

The translation of linguistic variation plays a critical role in conveying the characters’ social
identities and establishing a connection with the audience. Failure to transfer these features through
a reasonably equivalent variety, or their complete omission, may adversely affect characterisation
and audience reception (Sukmaningrum et al., 2022). Slang used in youth-oriented films, for
example, is particularly important in defining character identity. Translators should therefore seek to
transfer linguistic variation into the target culture while preserving its distinctive tone, social
function, and meaning. Such transfer constitutes a challenging task, particularly in audiovisual
productions such as Aile Arasinda, in which linguistic variation performs both entertaining and
narrative functions. Ellender (2015), however, maintains that linguistic variation can be preserved
functionally in subtitling when appropriate strategies are employed by translators with the necessary
expertise.

In summary, the translation of linguistic variation in audiovisual texts is a multilayered
process that requires a delicate balance among linguistic, cultural, and social considerations. Early
theoretical approaches provided an important foundation for research in this area, while subsequent
studies have demonstrated that linguistic variation should be evaluated not only in formal terms but
also in relation to social identity, cultural affiliation, and narrative function. The literature therefore
emphasises the importance of considering not only technical constraints but also the multimodal
context and the layers of social meaning involved in the translation of linguistic variation.

Synopsis of Aile Arasinda

Aile Arasinda is a Turkish comedy film directed by Ozan Aciktan and written by Giilse
Birsel. The principal cast includes Engin Giinaydin, Demet Evgar, Erdal Ozyagcilar, Devrim Yakut,
Fatih Artman, Sevket Coruh, Giilse Birsel, Derya Karadas, Su Kutlu, and Ayta S6zeri. The film was
released on 1 December 2017 and subsequently continued to reach audiences through digital
platforms. Its plot centres on the events that unfold when two families from markedly different social
and cultural backgrounds are unexpectedly brought together. The cultural, social, and linguistic
contrasts between the characters living in Istanbul and the family from Adana constitute one of the
film’s principal sources of humour. In this respect, Aile Arasinda provides a rich field of
investigation in terms of regional dialect, slang, social variation, and context-dependent language
use.

The comedy follows Fikret (Engin Giinaydin), a quiet and introverted man who has avoided
taking risks throughout his life, as his life suddenly changes. Abandoned by his wife, Fikret, also
known as Fiko, finds himself completely alone. During this period, he meets Solmaz (Demet Evgar),
a strong and colourful woman who works as a nightclub singer. Solmaz’s daughter Zeynep wishes
to marry her boyfriend Emirhan, who is from Adana, but she has lied to him about her family.
Emirhan’s family is highly authoritarian and deeply committed to Adana traditions. To resolve the
situation, Solmaz asks Fikret to pretend to be her husband, whom she has claimed is a chief of police.
Although reluctant, Fikret agrees and suddenly finds himself posing as a father within a conservative
family from Adana. Matters do not proceed as planned, however, because Emirhan wants to marry
without delay. The situation becomes increasingly complicated, forcing Fikret to continue playing
his assumed role. Through comedic and humorous elements, the film also conveys the idea that
family is defined not by blood ties but by the relationships people establish and the strong bonds they
form.
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A Method for Identifying Linguistic Variation in Audiovisual Texts

To examine the French subtitling of linguistic variation in the selected corpus, the present
study adopts Martinez Sierra’s (2022) interdisciplinary method for analysing linguistic variables in
audiovisual texts in relation to social variables. This approach is based on the assumption that
audiovisual texts are multimodal constructs that produce meaning through the interaction of different
semiotic resources, including images, sound, gestures, facial expressions, colour, typography, and
spatial arrangement, rather than through linguistic elements alone. The multimodal approach
maintains that meaning in communication is produced not through a single system of signs but
through the simultaneous interaction of different modes. In audiovisual productions, therefore, the
relationship among spoken language, images, music, and body language plays a determining role in
meaning-making.

Multimodality theory is fundamentally grounded in a socio-semiotic perspective and
consequently relates the production of meaning to cultural practices and social norms. Developed
within this framework, the concept of “visual grammar” seeks to analyse how visual elements are
structured and how they organise meaning (Kress & Van Leeuwen, 2021, pp. 2—4). Multimodality
theory, as elaborated by Jewitt (2009) in relation to audiovisual translation, forms one of the
foundations of Martinez Sierra’s method. Examining how visual, auditory, and non-linguistic
elements interact with linguistic codes plays an important role in the analysis of linguistic and social
variables (Jewitt, 2009, as cited in Martinez Sierra, 2022).

Sociolinguistic theories also constitute one of the foundations of this approach. The work of
sociolinguists such as Halliday (1978) and Coseriu (1958) suggests that linguistic variation reflects
the social system. Halliday states that variation within a language is directly related to the social
structure of the community, whereas Coseriu argues that social and regional variables play a
determining role in language. These perspectives provide the conceptual foundations for Martinez
Sierra’s analysis of social variables.

Martinez Sierra also draws on the work of Chaume (2004) and Delabastita (1989) on
audiovisual text theory. Chaume argues that audiovisual texts convey information through at least
two channels—the visual and the auditory—and that this information acquires meaning through
different codes. The concept of prefabricated orality also occupies an important place in identifying
linguistic variation. Scholars such as Diaz Cintas (2001), Remael (2001), and Yau (2018) note that
the language used in audiovisual texts is generally based on a pre-scripted text and therefore differs
from spontaneous speech. This does not, however, mean that the linguistic variation contained in
such texts is artificial. On the contrary, these variables are constructed deliberately and strategically
to reproduce the naturalness of spoken interaction and create the impression of authentic speech for
the audience. Martinez Sierra’s (2022) five-stage method, developed on these theoretical
foundations, is presented below.

Identification of Linguistic Elements: The first stage of Martinez Sierra’s (2022) approach
involves identifying the linguistic variables present in spoken discourse. The characters’ speech may
contain sociolectal, diatopic, or diaphasic features that provide information about their social class,
age, occupation, cultural affiliation, and personal background. Accordingly, elements such as slang,
jargon, forms of address, idioms, proverbs, swear words, vernacular language, and interjections were
analysed. Linguistic variation in Aile Arasinda was examined under eight categories:

1. Forms of address
2. Use of slang
3. Use of register

4. Idioms and proverbs

Turkish Studies — Language and Literature, 21(3)



The Transfert of Linguistic Variation in Interlingual Subtitling 5729

5. Use of insults and swear words

6. Words of foreign origin and pronunciation
7. Vernacular language

8. Interjections

Use of Non-Linguistic Signs: According to Martinez Sierra (2022), non-linguistic signs
such as tone of voice, stress, gestures, facial expressions, and body language play an important role
in interpreting linguistic variation and constructing character identity. By making social hierarchies,
interpersonal relationships, and the characters’ social positions visible, these signs support the
communicative functions of linguistic elements. Aile Arasinda offers numerous examples in this
regard. Leyla’s manner of speaking, high energy, exaggerated gestures and facial expressions, and
flamboyant appearance provide clues about her social position, personality, and humorous function.
Similarly, Fikret’s anxious body language, timid facial expressions, and sudden physical reactions
during moments of anger make his emotional fluctuations visible. Hagmet’s commanding tone of
voice and authoritarian body language reflect power relations within the family, while Solmaz’s stage
presence, body language, and flamboyant clothing reinforce her dominant and self-confident identity.

Translation-Oriented Analysis of Visual and Auditory Signs: Martinez Sierra (2022)
emphasises that meaning in audiovisual productions is constructed not solely through verbal signs
but through the interaction of visual and auditory codes. The analysis of linguistic variation should
therefore consider visual signs such as the characters’ appearance, clothing, body language, the
settings they occupy, and their interactions with their surroundings, alongside auditory signs such as
music, sound effects, and ambient sounds. These elements provide important information about the
characters’ social class, cultural affiliations, and social identities, thereby contributing to a more
accurate interpretation of the functions performed by linguistic variation.

In the film, Solmaz and Leyla’s flamboyant and exaggerated clothing, the more conservative
representation of Hagmet and his family, the nightclub atmosphere, the use of Turkish arabesque
music, and the settings inhabited by the characters may be regarded as important audiovisual signs
that make social and cultural contrasts visible. In this context, settings also function as meaning-
making elements that structure the characters’ class positions, cultural identities, and interpersonal
relationships.

Consideration of Context and Character Background: According to Martinez Sierra
(2022), contextual analysis constitutes an important stage in identifying linguistic variation. The
characters’ social backgrounds, interpersonal relationships, positions within the narrative, and
communicative settings play a determining role in understanding the functions of the linguistic
variables they employ. The fact that the same character may use language differently across contexts
demonstrates that linguistic variation is shaped not only by individual preferences but also by social
and communicative conditions.

Scenes in which the characters attempt to conceal their identities, modify their discourse to
adapt to different social environments, or adopt different forms of language use in response to
interpersonal power relations provide important data for analysing contextual variation. In particular,
the ways in which Solmaz and Fikret modify their discourse in different social settings illustrate the
context-dependent nature of linguistic variation.

Integrated Multimodal Analysis: Finally, the method offers an integrated approach
requiring linguistic, non-linguistic, visual, and auditory signs to be considered together. This
approach enables a more comprehensive analysis of the functions performed by linguistic variation
within the audiovisual narrative (Martinez Sierra, 2022).
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In accordance with this theoretical framework, the analysis section examines Aile
Arasinda and its French subtitles. An additional analytical perspective concerning the translator’s
role was also adopted. Within this framework, the translator is assumed to perform two roles during
the translation process. First, the translator acts as an analyst who approaches the audiovisual
production not merely as a linguistic text but in conjunction with its visual, auditory, and cultural
components. At this stage, identifying linguistic variables, non-linguistic signs, and contextual
elements is fundamental to shaping translation decisions. The translator subsequently brings these
separately examined elements together within an integrated framework, developing a comprehensive
interpretation of the characters’ social positions, cultural affiliations, and sociolinguistic features.
This analysis directly informs decisions concerning which elements should be preserved or
neutralised in the subtitles and which strategies may be employed, on the basis of the multimodal
analysis, when no equivalent linguistic variable is available.

Following this approach, the analysis section first considers Aile Arasinda, the source film,
in relation to the non-linguistic elements involved in constructing a particular social reality.
Accordingly, the second, third, and fourth stages of the method examine non-linguistic signs,
audiovisual codes, context, and characters, respectively; in the fifth stage, these elements are
evaluated together from an integrated perspective. The findings obtained through this multilayered
analysis then inform the first stage, which focuses on identifying linguistic variables. The fact that
the linguistic variables contributing functionally to the production of social meaning may differ
across audiovisual productions constitutes one of the distinctive aspects of the present study. Through
a concrete case study, the research therefore seeks to provide an applicable analytical framework
indicating the categories and subcategories that may be considered when identifying linguistic
variation.

Analysis of Linguistic Variation in the Subtitles of Aile Arasinda

In the first stage of the analysis, the characters are examined in relation to their social
identities, social positions, and interpersonal relationships. The second stage addresses the physical,
social, and spatial contexts in which the events take place. In the third stage, the auditory codes other
than dialogue are evaluated in terms of intonation, stress, background sounds, music, and other sound
effects. In the fourth stage, the findings obtained from these different analytical layers are brought
together through an integrated approach, subjected to a comprehensive analysis, and evaluated within
the context of audiovisual translation. Accordingly, the analysis encompasses not only linguistic data
obtained from the dialogue but also layers of social and cultural meaning conveyed through visual
and auditory signs. At this stage, the categories that may be considered when identifying linguistic
variation in a case study are also presented systematically.

In accordance with this approach, the characters in Aile Arasinda were evaluated in terms of
their social identities, interpersonal relationships, and functions within the narrative. Solmaz, Fikret,
Zeynep, Miikerrem, Emirhan, Hagmet, Behiye, Leyla, and other supporting characters were included
in the analysis. An illustrative analytical template outlining the categories of socially relevant
information that may be obtained about a character through visual and auditory channels is presented
below. This template provides guidance on how the social and cultural positions of characters in
audiovisual productions may be analysed.

The characteristics of Solmaz, one of the principal characters, are presented below.
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Table 1. Characteristics of the Character Solmaz

Character’s name

Solmaz

Occupation

Vocalist at a pavyon (nightclub)

Relationship with other
characters

Zeynep’s mother; friend of Behiye and Leyla; Neco’s former partner; Fikret’s
neighbour

Educational background

The character’s educational background is not explicitly stated in the narrative.
Nevertheless, as demonstrated in detail in the linguistic analysis, Solmaz
generally uses a variety close to standard Turkish. However, her lexical choices,
register-related features, and occasional incorrect or contextually inappropriate
use of words of foreign origin permit indirect inferences regarding her
educational background and sociocultural profile.

Socioeconomic status

Solmaz’s limited financial means become apparent when several factors are
considered together: the importance she attaches to preparing her daughter’s
dowry, her shopping at a neighbourhood market, her undertaking additional
jobs that she calls ekstra to supplement her income, her occupation, and her
residence in a modest wooden house with limited amenities in a neighbourhood
associated with lower socioeconomic groups.

Language use

Solmaz’s language use provides important indications of her social and cultural
position. She occasionally uses words of foreign origin in contextually
inappropriate ways for example, kendini konsantre etmiyorsun (“you are not
concentrating yourself”’) and employs informal, intimate forms of address even
when speaking to strangers, such as kardes (“brother” or “mate”). She also
treats slang and swear words as natural components of everyday
communication. Her question to Neco, with whom she has had a long-term
relationship Harbi kétii miistin lan? (“Are you really ill, man?”) and her
response concerning the swimming trunks she gives her future son-in-law—
Estagfurullah eviadim, gétiinde paralansin(“Not at all, son; may they wear out
on your arse”’) demonstrate that her understanding of politeness is shaped by
the linguistic practices of her social environment. In moments of anger, she also
abandons formal forms of address and abruptly shifts towards more intimate
and direct discourse, as illustrated by the scene in which she first meets Fikret.
This demonstrates the context-dependent nature of her language use. Her
shortened pronunciations, such as napiyon and diyom, together with her
occasional use of idiomatic expressions associated with popular speech, further
indicate that she possesses an everyday, non-standard linguistic repertoire
closely connected with the vernacular.

Appearance
and behaviour

The character’s visual representation also provides important clues regarding
her social identity. In most scenes, Solmaz attracts attention through
exaggerated and striking clothing, make-up, and hairstyles that foreground her
femininity. Despite this feminine visual presentation, however, her body
language is at times characterised by rough, forceful, and unrestrained
movements. Her sharp arm and elbow movements in dancing scenes and the
forceful manner in which she plants her feet provide examples of this contrast.
Her appearance also changes according to context. During her daughter’s civil
wedding ceremony, for example, she wears a more understated outfit, ties her
hair back, and adopts a more restrained visual presentation than in her everyday
life. This change may be interpreted as a visual reflection of her attempt to adapt
to different social contexts.

Clothing

Solmaz’s clothing choices constitute an important aspect of her social identity
and self-presentation. In most scenes, she wears short skirts, low-cut tops, bright
and multicoloured clothing that accentuates her figure, and large accessories.
This visual presentation supports the construction of a flamboyant, attention-
grabbing identity associated with the world of stage performance. By contrast,
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in domestic scenes representing her private sphere, she wears
a yemeni (traditional headscarf) and a printed cotton dress. This indicates that
her presentation of identity changes across different social contexts. The
contrast is significant because it visually demonstrates the differentiation
between the social roles performed in public and private spaces.

Setting and Contexts Solmaz’s workplace is located in Tarlabagi, a district associated with Istanbul’s
nightlife and historic urban fabric. Her home also provides significant
indications of her social position. The film depicts her living in an old peripheral
neighbourhood in a poorly maintained wooden house with limited physical
amenities. These visual signs relating to her working and living environments
enable meaningful inferences to be drawn concerning her socioeconomic
position and the social environment to which she belongs.

When the findings presented above are considered in conjunction with the overall
development of the narrative, it becomes apparent that Solmaz is constructed to represent a particular
social group through her occupation, lifestyle, language use, and behavioural patterns. She is
portrayed as a woman attempting to make herself visible and establish a social space of her own in
both the public and private spheres. Because she works at a pavyon, she resents being perceived, in
her own words, as a “loose woman” or a “prostitute” and responds defensively and harshly when
confronted with such social labelling. By contrast, her flamboyant clothing and stage persona create
a tension between her social image and her sense of self.

When her troubled extramarital relationship of twenty-one years is considered alongside the
narrative framework suggested by the song she performs in the film’s opening scene, it becomes
evident that she longs for the socially sanctioned ideal of being “married, happy, and with children”.
In this respect, the character is situated within a traditional and patriarchal social order in which social
acceptance is legitimised through the institution of the family. The prominence given throughout the
narrative to discourses concerning family, honour, and women’s roles further demonstrates that,
within this social context, female identity is defined through respectability, the institution of the
family, and gender norms. Solmaz therefore functions not merely as an individual character within
the narrative but also as a bearer of particular gender- and class-related codes.

The analysis of linguistic variation in an audiovisual production should consider not only the
characters’ language use but also the settings and social environments they inhabit, together with the
behavioural patterns they display within these contexts.

Table 2. Setting

istanbul

Living environment The detached house occupied by Solmaz, her
daughter Zeynep, Fikret, Behiye, and Leyla is
depicted as an old, poorly maintained living space
with limited physical amenities. When the house’s
architectural features, interior arrangement, and
surrounding environment are considered together, it
may be inferred that the characters live in a lower-
middle socioeconomic neighbourhood.

Workplaces The spatial signs associated with the characters’
working lives also provide important indications of
their  social  positions. The location of
the pavyon where Solmaz and Behiye work in
Istanbul’s Tarlabas1 district is significant in terms of
spatial context. Elements such as colourful lighting,
neon lamps, red imitation-leather seating, and a
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dense and disorderly acoustic environment suggest
that the entertainment venue is represented as
flamboyant yet evocative of limited economic
capital. By contrast, Fikret’s chandelier shop appears
to be a small, unadorned business with limited
financial resources. When compared with Okan’s
adjacent shop, which is depicted as a larger and more
ostentatious commercial establishment, Fikret’s
workplace appears less popular and represents a
more modest economic position.

The settings presented as spaces of social interaction
also provide important clues concerning the
characters’ social positions and, consequently, the
social variables associated with them. The café
where Fikret and Solmaz have their first date, for
example, is portrayed as an ordinary, unpretentious
establishment opening directly onto the street.
Similarly, the open-air market where Leyla, Behiye,
and Solmaz shop evokes a social environment
associated with everyday middle-class practices. The
nightclub visited by Fikret and Solmaz is likewise
constructed as an ordinary and modest entertainment
venue in terms of its décor and general atmosphere.
Such spatial choices contribute to the visual
construction of the characters’ socioeconomic
environments and lifestyles.

Social settings

Adana

Living environment The mansion inhabited by Hasmet Kurt and his
family is presented as an ostentatious and
extravagant living space. Gilded seating, wood-
panelled ceilings, decorative elements dominated by
golden tones, and ornate furniture create a visual
representation that makes the characters’ economic
power visible. This decorative style, however,
evokes not only material prosperity but also a
display-oriented representation of status.

Workplaces In addition to Hasmet Kurt’s traditional kebab
restaurant, the office located within the
establishment provides important indications of the
character’s social position and the cultural codes he
represents. Large decorative paintings on the walls,
a glossy and imposing desk, and armchairs arranged
in the meeting area indicate an approach to
decoration intended to display economic power and
spatially convey authority. This spatial construction
supports a representation associated not only with
the character’s economic capital but also with power,
status, and male-dominated authority.

Social settings The social settings presented in the scenes taking
place in Adana are similarly differentiated to
construct a particular social representation. The
conventionally luxurious suite in the five-star hotel
where Solmaz and her family are accommodated, the
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kebab restaurant with live music where the men of
the family are entertained, and the formalwear shop
to which the female characters are taken are
constructed as ostentatious spaces intended to
display economic power. At the same time, their
decorative style evokes an understanding centred
primarily on conspicuous display and consumption.
These visual choices demonstrate that the economic
power and social status represented in Adana are
constructed through particular cultural codes.

When the findings presented above are considered in conjunction with the overall
development of the narrative, it becomes apparent that Solmaz is constructed to represent a particular
social group through her occupation, lifestyle, language use, and behavioural patterns. She is
portrayed as a woman attempting to make herself visible and establish a social space of her own in
both the public and private spheres. Because she works at a pavyon, she resents being perceived, in
her own words, as a “loose woman” or a “prostitute” and responds defensively and harshly when
confronted with such social labelling. By contrast, her flamboyant clothing and stage persona create
a tension between her social image and her sense of self.

When her troubled extramarital relationship of twenty-one years is considered alongside the
narrative framework suggested by the song she performs in the film’s opening scene, it becomes
evident that she longs for the socially sanctioned ideal of being “married, happy, and with children”.
In this respect, the character is situated within a traditional and patriarchal social order in which social
acceptance is legitimised through the institution of the family. The prominence given throughout the
narrative to discourses concerning family, honour, and women’s roles further demonstrates that,
within this social context, female identity is defined through respectability, the institution of the
family, and gender norms. Solmaz therefore functions not merely as an individual character within
the narrative but also as a bearer of particular gender- and class-related codes.

The analysis of linguistic variation in an audiovisual production should consider not only the
characters’ language use but also the settings and social environments they inhabit, together with the
behavioural patterns they display within these contexts.

On the basis of these findings, it can be observed that there are marked differences between
the family represented in Istanbul and that represented in Adana in terms of socioeconomic
conditions and lifestyle. Nevertheless, the two families display similar structures with regard to
everyday behavioural patterns, notions of propriety, social values, and forms of interpersonal
relationships.

The music used in the film also functions as an important auditory sign that makes the
characters’ identities, social affiliations, and interpersonal relationships visible. From a multimodal
perspective, music contributes to meaning-making in conjunction with the characters’ language,
clothing, and behaviour. The Turkish arabesque and fantezi music heard particularly in scenes
involving Solmaz and those around her reflects the social environment and lifestyle to which the
characters belong. The Oriental-style music used in the scenes in which Solmaz entertains Fikret at
her home foregrounds her entertaining, extroverted, and theatrical personality, as well as her stage
identity, while also emphasising the contrast with Fikret’s more restrained and composed character.
Music thus directs the audience towards particular social and cultural associations even in the absence
of explicit information about the characters.

By contrast, the local and arabesque melodies used during the henna-night, kebab-restaurant,
and entertainment scenes in Adana contribute to the construction of regional identity. This music
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indicates that the characters come from a cultural environment characterised by adherence to
traditional values and strong family and neighbourhood relationships.

Pop music constitutes another prominent musical genre in the film. Pop songs point to the
characters’ everyday practices associated with popular culture and function as a means through which
they express their emotions and grievances.

Accordingly, in Aile Arasinda, the meanings conveyed by linguistic variation are reinforced
by auditory signs such as music, enabling character identities to be presented to the audience in a
multilayered manner. When analysing linguistic variation in the film, it is therefore important to
consider music as a significant auditory code that contributes to the construction of character identity.

The analytical criteria presented above reflect the principal elements examined within the
framework of the approach outlined in the methodology section. The findings obtained through the
analysis of these elements indicate that, despite differences in their socioeconomic circumstances,
the characters are generally represented within traditional lower-middle-class social structures.

Within this framework, when attention is directed towards the linguistic code through which
the translator produces the target text—namely, dialogue and auditory discourse—the characters’
linguistic variation can be seen to have been analysed systematically under specific categories.

In this section, as stated in the Introduction, the linguistic variables identified in the film are
classified under eight categories and analysed through selected examples, together with their French
subtitle translations and back-translations. The analysis also develops and discusses possible
alternative translations for transferring linguistic variation in the existing subtitles. Two examples
from each category were selected for analysis.

1. Forms of Address

Table 3. Form of Adress: Abla

Scene and context While Solmaz is singing on stage, the stage lights turn
towards the musicians. She realises that her partner
Neco is not there and asks the musicians where he has

gone.

Dialogue Solmaz abla Neco nars gitti.
Translation Solmaz, Neco est parti.
Back-translation Solmaz,

Proposed translation Ma grande, Neco s’est tiré.
Back-translation Abla, Neco kirisi kirdi.

In Turkish, the choice of forms of address is influenced by numerous factors, including age,
gender, social class, and communicative context. In Aile Arasinda, the characters frequently employ
fictive kinship terms such as abla (elder sister/sis), kiz (girl), oglum (son), bacanak (co-brother-in-
law), and kardey (sibling/mate), even when no actual family relationship exists between the
interlocutors. These terms constitute important diastratic variables expressing intimacy, power, and
solidarity among the characters. The colloquial and semi-slang expressions used particularly by
Solmaz and those around her make a lower-middle-class style of speech visible and perform a
determining function in the construction of character identity.

In this example, abla indicates both the musicians’ familiarity with Solmaz and her relative
seniority. Its omission from the subtitle therefore results in the loss of this sociolinguistic background
and social status. In street jargon or informal workplace settings, la grande may be used as an
expression of authority and respect when referring to the most senior or influential woman in a group
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(Isosévi, 2010, p. 366). Considering the familiarity between Solmaz and the musicians, the form of
address ma sceur, or its verlan equivalent ma reus, which is used in street language, could also have
been employed. The omission of this linguistic variable from the translation results in the erasure of
diastratic variation.

Table 4. Form of Adress: Oglum/Bacanak

Scene and context A female customer enters the household-goods shop where
Fikret and his co-brother-in-law Okan sell Chinese-made
chandeliers and asks whether the products are made in
China. When Fikret explains that all the products are
Chinese-made and therefore inexpensive, the customer
leaves the shop. Okan reacts by asking Fikret why he did
not present the products as Italian-made and tells him that
he should behave more “like a merchant”. Fikret replies
that Okan has known him for years and should know that
he cannot behave in this way.

Dialogue Fikret: Oglum sen beni yillardir tanimiyon mu bacanak!
Translation Tu me connais depuis des années. Allons.
Back-translation Beni yillardir taniyorsun, hadi ama.

Proposed translation He¢ Frérot tu me connais depuis des années!
Back-translation Yahu kardesim sen beni yillardir taniyorsun!

The combined use of oglum and bacanak also carries an exclamatory force. In addition
to frérot, a slang term used among men to express both kinship and familiarity, a vocative interjection
such as/hémay convey the force of the form of addressoglum. In this example,
both oglum and bacanak are omitted from the subtitle and replaced with standard language.
Consequently, the diastratic and diaphasic variation disappears, while the kinship and familiarity
between Fiko and Okan are not reflected.

2. Use of Slang
Table 5. Use of Slang: Citir
Scene and context While Solmaz is singing on stage, the stage lights turn
towards the musicians and she notices that Neco is absent
from the orchestra. She asks the musicians, who are close
friends of Neco, where he has gone. They tell her that Neco
has left with a young woman.

Dialogue Gitarist: 25°lik bir ¢itir1 varmig? Senin haberin yok mu?
Translation 11 a une copine de 25 ans! Tu savais pas ?
Back-translation 25 yaginda bir kiz arkadas1 varmis! Haberin yok muydu?
Proposed translation 11 s’est fait une poulette de 25 ans tu savais pas ?
Back-translation Kendine 25’lik bir ¢itir yapmis! Bilmiyor muydun?

In this example, the French word copine means “girlfriend” and is not a slang term. By
contrast, the Turkish slang expression ¢itir may be rendered by the French word poulette. Slang
dictionaries define poulette as a familiar and, in some contexts, mildly slang term referring to a young
woman or girl. Translating the Turkish slang term ¢itir as copinedemonstrates that the linguistic
variable in the source text has not been replaced with an equivalent variable in the target language;
instead, it has been neutralised and rendered in standard language. Consequently, the translation does
not reflect either the familiarity between the characters or the social class to which they belong.
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In this scene, the guitarist’s expression 25 lik bir ¢itirt varmig? constitutes an example of
diastratic variation associated with slang and everyday Turkish discourse. The word ¢itir does not
merely mean “young woman”; it also performs a linguistic function that reflects the degree of
familiarity between the speakers and their social context.

Rendering this expression in the French subtitle as I/ a une copine de 25 ans! neutralises this
diastratic marker. The word copine is a neutral expression belonging to standard language and carries
neither a slang nor a markedly colloquial tone. Consequently, the discursive features of the source
text are not reproduced in the target text, weakening the linguistic representation of the social
familiarity between the characters.

When the constraints of subtitling emphasised by Diaz Cintas and Remael time, space, and
readability are taken into consideration, the translator’s preference for standard language may be
regarded as an understandable strategy. Nevertheless, this choice also results in the systematic
standardisation of linguistic variation and the erasure of sociolectal differences.

A more colloquial and slang expression such as I/ s’est fait une poulette de 25 ans could
better convey the diastratic value of the source text while preserving its pragmatic effect. Such a
choice demonstrates that subtitling is not limited to transferring semantic content but also plays a
determining role in character construction and sociolinguistic representation.

Table 6. Use of Slang: Enayi Diimbelegi
Scene and context As soon as Solmaz learns that Neco has a young lover
and has left her, she abruptly ends her performance at
the pavyonand returns home in anger. Upon entering the
house, she finds Neco lying on the sofa under a blanket
and tells him in astonishment what his musician friends
have said. Pretending to be ill, Neco coughs and denies
the allegation, claiming that his friends are taking
Solmaz’s side and asking why she believed them so

readily.
Dialogue Neco: Tutuyo onlar seni tutuyo! Enayi diimbeleyi misin
sen!
Translation Ils sont de ton c6té. Pourquoi es-tu si crédule ?
Back-translation Onlar senin tarafindalar. Neden bu kadar safsin?
Proposed translation Ils sont de ton c6té! Oh mais quelle crétine !
Back-translation Onlar seni tutuyor! Saf misin?

In Turkish, enayi diimbelegi is an expression associated with street language. Although used
in an informal context, it is derogatory and markedly slang in character. The French word crédule,
by contrast, conveys the meanings of “gullible” and “easily deceived” but carries neither slang nor
offensive connotations; rather, it belongs to the standard register. The registers employed in the
source and target texts are therefore not equivalent. Consequently, the linguistic variables reflecting
the character’s social class, educational background, and emotional state in the source text become
less visible or disappear altogether in the target language. By contrast, crétin/crétine, which conveys
derogatory meanings such as “idiot”, “moron”, or “fool”, provides a closer diaphasic equivalent in
terms of register.
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3) Use of Register

Table 7. Use of Register Example 1

Scene and context After Neco fails to return, Solmaz goes to a café in Taksim
to meet a man who wishes to become acquainted with her.
Behiye tells Solmaz that the man wears glasses and
appears respectable. By coincidence, Fikret is sitting in the
same café to meet the lawyer representing his wife in the
divorce proceedings she has initiated. When Solmaz
arrives and sees Fikret, she greets him and sits opposite
him, as he closely matches Behiye’s description. Fikret, in
turn, assumes that Solmaz is the divorce lawyer and begins
speaking to her. Initially, they address each other using the
formal pronoun vous. However, when Fikret asks Solmaz
whom he believes to be a lawyer about her fee, she
becomes angry, begins shouting and swearing at him, and
shifts from vous to the informal fu.

Dialogue Ben gercekten bilmiyorum c¢ok o6ziir dilerim. Acaba
diyorum saatine mi aliyorsunuz randevu bagina m1?
Solmaz: Ne diyon lan sen? Sen beni ne zannediyon?

Translation Solmaz replik: De quoi vous parlez ? Pour qui vous me
prenez ?

Back-translation Siz neden bahsediyorsunuz? Beni ne saniyorsunuz?

Proposed translation Mais que racontes-tu ? Tu me prends pour qui, toi

Back-translation Ne sagmaliyon sen? Sen beni ne saniyon ha!

In this example, rendering the Turkish informal pronoun sen with the French formal
pronoun vous may be regarded as a neutralisation of both diaphasic and diastratic variation. From a
sociolinguistic perspective, forms of address are not merely grammatical elements; they also function
as markers encoding power relations, social distance, and emotional states. Retaining vous therefore
reduces the tension in the scene and makes Solmaz’s anger less visible.

By contrast, a proposed translation employing tu, such as Mais qu’est-ce que tu racontes,
toi? Tu me prends pour qui? provides information about Solmaz’s social position, reflects her
emotional state particularly her anger and reproduces the aggressive tone of her discourse in the
target language. In the existing subtitle, these aspects of linguistic variation are consequently lost.
Solmaz’s facial expression and body language, on the other hand, function as non-linguistic signs of
her anger.

Table 8. Use of Register Example 2

Scene and context The tension caused by the mutual misunderstanding takes
on a physical dimension when Solmaz strikes Fikret on
the head with her handbag in the café. When Fikret’s
head begins to bleed, Solmaz panics and immediately
takes him to a pharmacy. There, Fikret reveals that he had
mistaken Solmaz for a lawyer, thereby clarifying the
misunderstanding and easing the tension. Although
Solmaz suggests going to hospital, Fikret refuses. As they
are about to part, Solmaz wishes him a speedy recovery;
Fikret then attempts to continue the conversation by
asking where she is going.

Dialogue Solmaz: Sen simdi ne yapcan nereye gitcen?
Translation Q’allez-vous faire? Ou irez-vous ?
Back-translation Ne yapacaksiniz? Nereye gideceksiniz?
Proposed translation Tu vas faire quoi, alors? Tu vas ou donc ?
Back-translation Ne yapcaksin? Nereye gideceksin o halde ?

Turkish Studies — Language and Literature, 21(3)



The Transfert of Linguistic Variation in Interlingual Subtitling 5739

Non-standard forms such as yapcan and gitcen in Turkish are prominent markers of
diaphasic and diastratic variation associated with spoken language. Such variables reflect the
character’s social position and the communicative context while also contributing to characterisation.
Equivalent variables may not always be available in the target language; in French, however, this
variation may be conveyed through an appropriate register. For example, translating Ne yapcan? as
the informal French expression Tu fais quoi ? would reproduce diaphasic variation in the target
language by preserving both the level of familiarity and the naturalness of spoken discourse. The
standard language employed in the existing subtitle obscures the character’s social and emotional
dimensions.

4) Use of Proverbs and Idioms

Table 9. Use of a Proverb: Yemeyenin Malim Yerler

Sahne ve baglam While Solmaz, Behiye, and Leyla are sitting in the
garden, they talk about Neco. Solmaz states that Neco
will not return this time, while Leyla reveals that he has
become engaged to another woman. Solmaz then
explains that she has been with Neco for approximately
twenty-one years, that she has grown tired of the
relationship, and that she, too, could begin a new
relationship. Leyla subsequently suggests that taking
such a step might make Neco jealous.

Replik Leyla: Ne derler yemiyenin malini yerler derler.

Ceviri Comme on dit: Si elle te plait, offre lui une bague.

Geri geviri Ne derler: Eger ondan hoglaniyorsan ona bir yiiziik ver.
Oneri Comme on dit: Qui tarde perd sa place,

Geri geviri Geg kalan yerini kaybeder.

The expression Yemeyenin malini yerler, used by Leyla, is an anonymous folk saying rooted
in collective cultural memory. As it displays features of vernacular language and everyday discourse,
it may be regarded as an example of diastratic variation. Leyla’s intimate and persuasive speaking
style, which carries features of neighbourhood speech, may also be considered an instance of
diaphasic variation, since it reflects both the close relationship between the characters and the
communicative context.

In the French subtitle, however, the expression is translated as Si elle te plait, offre-lui une
bague (“If you like her, give her a ring”), transforming the collective and culturally embedded
discourse of the source text into direct, individual advice. This translation removes the expression’s
cultural associations and its connection with folk discourse, thereby largely erasing the markers of
diastratic variation found in the source text.

In this context, cultural adaptation through a semantically and functionally equivalent
idiomatic expression in the French subtitle would constitute a more appropriate strategy. The
proposed expression Qui tarde perd sa place (Those who delay lose their place) reproduces the
warning and advisory functions of the source text through a concise, proverb-like formulation. A
comparable Turkish proverb would be Sona kalan dona kalir (Those who come last are left with the
worst). Furthermore, reducing the number of characters in the subtitle would facilitate the target
audience’s reading process.
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Table 10. Use of an Idiom. Palavra Stkmak

Scene and context Zeynep angrily gets out of Emirhan’s car and returns
home by taxi. When she arrives, Solmaz, Fikret, Behiye,
and Leyla are talking on the balcony around a table while
drinking raki. Zeynep heads angrily to her room without
offering any explanation. Noticing her behaviour,
Solmaz asks what has happened. Zeynep explains that
she and Emirhan have broken up. Solmaz then tells her
that concealing the truth from Emirhan and telling him
so many lies was wrong.

Dialogue Ama simdi ¢ocuga o kadar palavra sikmayaydin iyiydi!
Translation Tu n’aurais pas di lui mentir autant !

Back-translation Ona o kadar yalan sdylememeliydin!

Proposed translation Tu n’aurais pas di lui raconter des salades !
Back-translation Ona o kadar atip tutmamaliydin!

Solmaz’s line Ama simdi ¢ocuga o kadar palavra stkmayaydin iyiydi! constitutes an example
of diastratic variation because it contains slang and vernacular features characteristic of spoken
language. In particular, palavra sikmak is a slang expression belonging to informal and intimate
speech and carries a mildly critical and mocking tone. Similarly, stkmayaydin is a non-standard form
characteristic of spoken language. Furthermore, Solmaz’s direct, intimate, and judgemental speaking
style, which reflects her close relationship with Zeynep, also displays diaphasic variation shaped by
the communicative context.

In the French subtitle, the expression is translated as Tu n’aurais pas di lui mentir
autant (“You should not have lied to him so much”). Although this translation preserves the basic
meaning of the source text, it largely neutralises the slang, mildly humorous, and colloquial tone
conveyed by palavra sikmak. While the French verb mentir provides a semantically accurate
equivalent, it is standard and neutral and therefore fails to convey the vernacular linguistic variation
in Solmaz’s speech. The colloquial stylistic feature expressed through the non-standard
form sikmayaydin is likewise lost in the target text. By contrast, the non-standard colloquial French
expression raconter des salades can reproduce the diastratic and diaphasic variation of the source
text through an equivalent target-language variable.

5) Insults and Swear Words

Table 11. Use of an Insult: Domuzun Délii

Scene ant context Concerned that the wedding will be postponed until forty
days after his grandfather’s death, Emirhan tells his father
that there is no need to wait forty days before the marriage.
His elder brother and Hagsmet become extremely angry.
Hagmet rises from his seat and angrily rebukes Emirhan.

Dialogue Ulan domuzun délii deden 61dii deden!
Translation Ton grand pére est mort, idiot !
Back-translation Biiyiikbaban 06ldii salak!

Proposed translation Ton grand pére est mort, espéce de con !
Back-translation Deden 6ldii aptal herif!

In Hasmet’s line Ulan domuzun dolii, deden 6ldii deden!, the insult domuzun dolii,
intensified by the vocative ulan, constitutes an example of diastratic variation because of its coarse,
colloquial, and markedly non-standard character. The expression does not merely perform an
insulting function; it also serves as a powerful discursive element that foregrounds the character’s
anger, manner of communication, and use of vernacular slang.
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When the context of the scene is considered, the expression also displays diaphasic variation,
as it is uttered during a tense argument following the death of an elder family member and reflects
intense emotion, anger, and shock. In the French subtitle, the expression is translated as Ton grand-
pere est mort, idiot! Although this translation preserves the basic semantic content, it mitigates the
coarse, aggressive, and emotionally charged tone of the insult in the source text. The proposed
expression espéce de con provides a linguistic variable that more effectively conveys both the
insulting function and the anger-driven profanity of the original line. It thereby preserves the
diastratic variation while reproducing the anger and tension of the scene more forcefully.

Table 12. Use of a Swear Expression: Got I¢i Gibi

Scene and context

Hagmet and his family visit Solmaz’s home in Istanbul to
formally ask for Zeynep’s hand in marriage. Solmaz lives
in an old, three-storey wooden house. As soon as Hagmet
enters, he remarks that the building is falling apart and
should be demolished and rebuilt. Solmaz claims that they
have been accustomed to living in a detached mansion
since childhood and that an apartment would therefore
feel too small for them.

Dialogue Oyledir de biz ¢ocuklugumuzdan beri miistakil koskte
oturdugumuzdan apartman dairesi de ne bileyim boyle got
ici gibi!

Translation Oui mais puisqu’on vit dans une grande maison depuis
I’enfance, un appartement serait petit.

Back-translation Ama biz ¢ocuklugumuzdan beri biiyliik bir evde
yasadigimiz i¢in apartman dairesi bize kiigiik gelir.

Proposed translation On a toujours vécu en pavillon. Un appart, c’est un trou a
rats.

Back-translation Biz hep miistakil evde yasadik. Apartman dairesi tam bir
fare deligi.

The expression gét i¢i gibi is a vulgar colloquial expression and constitutes an example of
diastratic variation. It not only describes an extremely confined space but also performs a
characterising function by reflecting Solmaz’s exaggerated, direct, and unfiltered manner of
speaking. Similarly, the expression ne bileyim (“1 don’t know”) is characteristic of spoken discourse
and contributes to the naturalness of her speech. Moreover, using such an expression during a formal
marriage-proposal visit generates both humour and tension. In a setting where Solmaz is expected to
behave in a more restrained and socially distant manner, her use of a coarse and intimate expression
creates a contextually incongruous yet character-specific form of discourse. The line is therefore also
significant in terms of diaphasic variation and reflects the character’s class affiliation.

In the French subtitle, the expression is translated as Oui, mais puisqu on vit dans une grande
maison depuis [’enfance, un appartement serait petit. Semantic equivalence is conveyed through the
adjective petit (‘“small”’). However, the coarse, slang, and humorous tone of gét i¢i gibi is completely
omitted. The diastratic variation is therefore neutralised through the use of a more standard variety.
This choice also weakens the humorous and sociocultural characterisation constructed through
Solmaz’s manner of speaking. Although the proposed expression trou a rats (“rat hole”) is not a
complete equivalent of the derogatory, slang, and vernacular variable in the source line, it provides
a reasonably close alternative and makes the character’s diastratic features more visible.
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6) Words of Foreign Origin and Pronunciation

Table 13. Words of Foreign Origin and Pronunciation: Comples

During the henna night held in Adana, the women
celebrate at home while the men entertain themselves
outside by drinking raki and eating kebab. As Hasmet
prepares the kebab, he and Kahraman discuss Selahattin
Aladag, with whom they have had a long-standing feud.
During the conversation, Hagmet claims that Selahattin is
jealous of him and remarks that he became wealthy only
later in life.

Scene and context

Dialogue Komples mi yapiyor ne oluyor?
Translation Je crois qu’il a un complexe
Back-translation Sanirim onun bir komplexi var
Proposed translation 11 fait un complexe ou quoi ?
Back-translation Komplex mi yapiyor nedir?

Hasmet’s expression Komples mi yapryor? contains a distorted form of the standard Turkish
word kompleks at the levels of pronunciation and morphology. This usage constitutes an example of
diastratic variation that provides information about the character’s educational background, social
affiliation, and oral cultural practices. In the subtitle, Je crois qu’il a un complexe conveys the
semantic content through standard language. Hasmet’s incorrect use of the word, however,
constitutes a linguistic variable that provides information about his character and educational
background. In subtitling theory, standardisation is a common translation shift that may result in the
loss of sociolectal features and distinctive aspects of characterisation. Although the proposed
expression /! fait un complexe ou quoi ? cannot reproduce the distorted form used in Turkish, it
conveys both the character’s questioning tone and a structure characteristic of spoken discourse
through a comparable diastratic variable.

Table 14. Words of Foreign Origin and Pronunciation: Orkestrasyon

Scene and contex During the henna night held at Hagmet’s family home in
Adana, a singer performs a Turkish folk song while the
women dance and celebrate. Solmaz notices that the
singer is performing the song in the wrong key. When she
is unable to make herself heard, she goes onto the stage,
takes the microphone, and begins interpreting the song in
a style characteristic of her own nightclub performances.
Her unexpected intervention causes surprise, while
Mihriban and her friends, in particular, openly display
their dissatisfaction through gestures and facial
expressions. After completing her performance, Solmaz
returns to Behiye and attempts to ease the situation by
explaining that this is the only song she know

Dialogue Iyi orkestrasyonunuz var ama evinizin akustigine de
masallah demek lazim.

Translation Vous avez un bon orchestre. Je ne peux qu’encenser
I’acoustique de la maison.
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Back-translation Iyi bir orkestraniz var. Yalnizca evin akustigini
ovebilirim.”

Proposed translation Bel orchestre et 1'acoustique est top dis donc!

Back-translation Tyi orkestra, akustik miikemmel yani!

Solmaz distorts the standard Turkish word orkestra (“orchestra”) at the morphological and
phonological levels, pronouncing it as orkestrasyon (‘“orchestration”). While this usage reflects
Solmaz’s attempt to demonstrate her familiarity with the world of stage performance and music, it
also constitutes a diastratic variable that provides information about her educational background,
desire to prove herself, and social status. Since it is uttered within the informal and spoken context
of a henna night, it also displays a diaphasic quality.

In the translation, the word is rendered in standard language. The subtitle Vous avez un bon
orchestre eliminates this variable, causing a marker of the character’s idiolect to disappear. The
diastratic and diaphasic variables in the source line are therefore standardised. In the proposed
subtitle, the addition of spoken-language features such as dis donc! conveys the diaphasic variation.
Furthermore, reducing the number of characters in the subtitle accommodates the target audience’s
reading speed and facilitates comprehension.

7) Use of Vernacular Language

Table 15. Use of Vernacular Halk Dili Kullamimi: Horozun salinmast tavugu olanin
diisiinmesi

Scene and context Hasmet and his family come to Somaz’s house in Istanbul
to ask for Zeynep’s hand in marriage. Hagmet and
Mihriban are aware that Zeynep’s family does not fit in
with their own culture at all, but they cannot resist
Emirhan’s persistent request for marriage and ask for
Zeynep’s hand. Hagmet implies that he has done his part
and that the rest is for Zeynep’s family to consider.

Dialogue Ben horozumu salmisam, gerisini tavugu olan diisiinsiin.

Translation J’ai le coq apres tout. Laissez les parents de la poule
s’inquiéter

Back-translation Sonugta horoz bende. Tavugun anne babasi diisiinsiin.

Proposed translation J’ai fait ma taf. Qu’ils se débrouillent

Back-translation Ben igimi hallettim gerisini onlar diigiinsiin

The phrase “I’ve let my cock loose; let those with hens worry about the rest”, which Hagmet
uses as an anonymous local saying in the Adana dialect to express self-confidence and recklessness,
is a distinct example of linguistic variation that combines figurative expression, regional idioms and
the characteristics of colloquial speech. Firstly, the form ‘salmigsam’, by deviating from the standard
Turkish usage ‘salmisim’, reflects the dialectal characteristics specific to the Adana region and thus
constitutes an example of diatopic variation. Furthermore, this expression, constructed around the
metaphors of the cockerel and the hen, also incorporates diastratic variation as it draws on everyday
colloquial speech, proverb-like expressions and local cultural references. Furthermore, Hasmet’s
indirect, humorous and slightly derisive style of speech reflects a communication style specific to
the context and can therefore also be assessed in terms of diaphasic variation. Thus, the line
intertwines layers of geographical, social and contextual linguistic variation.

The French subtitle J'ai le coq apreés tout. Laissez les parents de la poule s’inquiéter is a
word-for-word translation intended to preserve the metaphor in the source line. Since it does not
correspond to an established French idiomatic expression, however, it sounds artificial and unnatural,
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while the humorous and cultural effects associated with folk discourse are not conveyed in the target
language. The proposed translation Moi, j ai fait le taf. Qu’ils se débrouillent functionally recreates
the colloquial and vernacular tone of the source line through the informal French expression faire le
taf. Similarly, qu’ils se débrouillent naturally conveys Hagmet’s attitude that he has done his part and
that the other family should deal with the rest. The proposed translation may therefore be said to
reproduce the diastratic and diaphasic variation to some extent. Nevertheless, the diatopic variation
and culturally specific metaphorical structure of the source text are lost in the target text.

Table 16. The Use of Vernacular Language: Helvasum Yemek

Scene and context Solmaz and Fiko are forced to remain in Adana longer
than planned after arriving for the wedding because of
the grandfather’s death. During this period, Fiko is held
responsible for the death on the grounds that he gave the
grandfather medication; it is later revealed, however, that
Giiliimser actually administered it. These events place
Fiko under considerable psychological pressure and
cause him significant anxiety. In the hotel-room scene,
Solmaz recalls the evening when they went to a bar, had
drinks, and enjoyed themselves. She explains that she has
grieved over Neco long enough and now wants to leave
the past behind and move on with her life. She tells Fiko
that he should adopt the same attitude towards what he
has experienced with his wife. Solmaz argues that they
should henceforth focus on the enjoyable aspects of life
and make room for new people in their lives.

Dialogue Yas donemi kapandi seninkiylen beninkinin helvasim
yedik!

Translation Le deuil est termine ! Votre femme et mon ex sont morts
et enterrés !

Back-translation Yas bitti! Sizin karmniz da benim eski sevgilim de 6ldiiler
ve gomiildiiler!

Proposed translation Fini, le deuil! Ta femme et mon ex, c’est du passé. On
avance!

Back-translation Yas bitti! Karin ve eski sevgilimi gomdiik. Oniimiize
bakalim!

The expression helvasini yedik, used by Solmaz, constitutes a cultural reference to the rituals
performed after a death in Turkish culture. Solmaz employs the expression in the sense that life must
continue despite the loss of someone. Since it also conveys a colloquial and metaphorical meaning
characteristic of folk discourse, it contains diastratic variation.

The French subtitle renders the line as Le deuil est terminé ! Votre femme et mon ex sont morts et
enterrés ! This translation largely preserves the semantic message that the mourning period has ended
and that their former relationships should be left behind. However, the culturally specific metaphor
embodied in helvasint yemek is replaced in French by a more direct and explanatory expression.
Furthermore, the use of votre femme (“your wife”) transforms the intimate and direct register of the
source line into a formal mode of address, thereby eliminating its vernacular quality. Consequently,
the diastratic and cultural variation in the source text is largely neutralised.

Although the proposed translation Fini, le deuil! Ta femme et mon ex, c’est du passé. On avance
! does not directly preserve the cultural metaphor of the source text, it employs natural and colloquial
French. It thus reproduces Solmaz’s diaphasic and diastratic characteristics more effectively.
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8) Use of Interjection

Table 17. Use of an Interjection: Ayy!

Scene and contex While Solmaz and Fiko are talking in their hotel room in
Adana, Solmaz remarks that the kebabs are exceptionally
delicious.

Dialogue Ayy kebaplar da on numara ama!

Translation Les kebabs sont délicieux !

Back-translation Kebaplar ¢ok lezzetli!

Proposed translation Wouah, kebabs au top!

Back-translation Ayy, bu kebaplar da on numara!

The source line Ayy, kebaplar da on numara ama! contains prominent markers of linguistic
variation associated with spoken communication. First, the interjection ayy conveys an immediate
emotional reaction and, as an expression characteristic of spoken language, constitutes an example
of diaphasic variation. Given Solmaz’s intimate and spontaneous manner of speaking, it may also be
interpreted as diastratic variation. The expression on numara is not a neutral evaluative expression
in standard Turkish; rather, it is a positive expression associated with informal everyday speech. It
therefore constitutes diastratic variation and, because of its use in this particular conversational
context, also displays diaphasic variation.

The French subtitle renders the line as Les kebabs sont délicieux! using standard language.
Although the basic semantic content is preserved, the markers of linguistic variation in the source
line are omitted. The interjection ayy is removed entirely, resulting in the loss of the spontaneous
spoken reaction and emotional emphasis present in the source text. This also diminishes the
representation of Solmaz’s personality and sociocultural background.

The proposed translation Waouh, les kebabs sont au top! provides a possible
alternative. Waouh recreates the immediate emotional effect of the source interjection, while au
top reproduces the colloquial quality of on numara more naturally in French. This enables the
diastratic and diaphasic variation of the target line to correspond more closely to that of the source
text.

Table 18. Use of an Interjection: Haydaa!

Scene and context Hasmet and Kahraman take Leyla and Solmaz to the
shopping district in Adana to purchase clothes for the
wedding. The outfits Leyla tries on consist of revealing
and flamboyant designs that reflect her personal taste.
Hagmet reacts to these choices by raising his voice and
stating that the clothes are incompatible with his family’s

values.
Dialogue Abov! Bak yemin ederim yetti ama!
Translation Ca suffit !
Back-translation Yeter!
Proposed translation Oh la ! J’te jure, ¢a suffit !
Back-translation Ama yemin ederim yeter!

The interjection Abov! in the source line constitutes an example of diatopic variation because
it is characteristic of spoken language in the Cukurova and Adana regions. As a non-standard
expression belonging to everyday vernacular speech, it also displays diastratic features. The
expressions bak (“look™) and yemin ederim (‘1 swear”) reflect the spontaneity, emotional intensity,
and natural flow of spoken communication. In particular, yemin ederim intensifies Hagmet’s anger
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and exasperation. The line as a whole therefore constitutes a marked example of diaphasic variation,
as it conveys an emotional reaction within a particular communicative context.

The French subtitle renders the line as Ca suffit ! Although this translation conveys the basic
meaning of exasperation and objection, the omission of Abov!/ completely eliminates the diatopic
feature. The spontaneous and natural spoken structure created through bak and yemin ederim is
likewise lost in the target line. Thus, although the translation communicates the emotional reaction,
it neutralises the diatopic and diastratic variation and preserves only part of the diaphasic effect.

In this context, Oh la ! J'te jure, ¢a suffit ! may be proposed as an alternative translation.
Although the interjection Oh la !does not replace the source expression with a diatopic target-
language variable, it reproduces the immediate emotional reaction through a natural expression in
spoken French. Similarly, J’fe jure, written in a form reflecting spoken pronunciation, conveys the
spontaneous and intimate tone of yemin ederim more functionally in the target text.

Evaluation of the Findings

The examples examined in this study reveal particular difficulties in transferring diastratic
and diatopic variation through subtitling. Although the basic semantic content is generally preserved,
forms of address, slang, folk expressions, and regional features that make the characters’ social
affiliations, educational backgrounds, patterns of social interaction, class positions, and cultural
environments visible are frequently rendered in the standard variety. Consequently, the characters’
linguistic identities become considerably less distinct in the target text. Diaphasic variation, by
contrast, is preserved to some extent, particularly when contextual features such as emotional
reactions, anger, intimacy, or the spontaneity of spoken interaction are involved.

Nevertheless, the translation choices adopted in the subtitles may also be attributed to
character limits, readability requirements, and the absence of direct functional and semantic
equivalents in French for certain linguistic variables in the source language. In this respect, although
the choices made in the French subtitles appear accessible to the target audience, they result in certain
losses in terms of character construction and sociolinguistic representation. Indeed, the social
identities of characters in audiovisual productions are constructed not only through visual codes but
also through the use of different linguistic variables. The systematic standardisation or omission of
linguistic variation therefore results in the loss not only of discursive tone but also of the distinctions
among the characters and the humour arising from their communicative conflicts. Thus, even though
audiences process subtitles in conjunction with other non-linguistic signs, the enjoyment derived
from the film and its intended effect may differ from those produced by the source production.

The transfer of linguistic variation in subtitling is therefore a multidimensional decision-
making process that requires a balance among translators’ choices, technical constraints, the genre
of the audiovisual production, the narrative functions of linguistic and non-linguistic signs, and the
intended effect on the target audience. Subtitling consequently emerges as a dynamic and demanding
form of translation that requires strategies tailored to the distinctive structure of each audiovisual
production and, where necessary, the use of creative solutions.

Discussion and Conclusion

Examining the features referred to as linguistic variation in audiovisual productions may be
regarded as an important first step towards enabling translators to approach the material they translate
not merely as a linguistic message but as a multilayered domain of meaning-making. Drawing on
social reality, human experience, and spoken language, film dialogue—particularly in productions
outside the fantasy genre—constitutes a credible yet fictionalised representation of real-life language
and social interaction. Although characters are fictional, they are often constructed as particular
social stereotypes through cultural codes and patterns of language use. The construction of characters
and social reality in audiovisual productions is achieved not through language alone but through the
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integrated interaction of visual, auditory, and cultural signs. Particularly in subtitling, focusing
exclusively on linguistic elements while disregarding other semiotic components therefore entails
the risk of producing a simplified and standardised translation detached from the production’s
integrated meaning structure and social context.

In today’s audiovisual translation industry, the limited time available to translators, the
technical and formal constraints imposed by platforms, the recipient-oriented approach adopted in
quality-control processes, and other structural dynamics of the industry often discourage creative
solutions or a certain degree of intervention in the source text. Although these conditions reflect the
realities of the audiovisual translation market, adopting more scholarly approaches aimed at
developing the translator’s perspective within audiovisual translation research and translator training
would contribute to the field and raise awareness.

Aile Arasinda, a Turkish comedy film that has attracted attention both in Tiirkiye and
internationally, was examined as a case study through selected examples of linguistic variation in
audiovisual translation. Its French subtitles were used to develop an analytical perspective on how
linguistic variation may be examined during the translation process. The purpose of the study was
not merely to evaluate particular translation examples but also to offer an applicable analytical model
for the systematic and scholarly examination of such texts.

As explained in detail in the methodology section, the study was conducted on the basis of
Martinez Sierra’s (2022) five-stage approach to examining social and linguistic variables in
audiovisual translation. The approach was further developed in accordance with the aims of the
present study. In particular, its second, third, and fourth stages were used to identify linguistic
variation in the source text and systematically analyse the French subtitles. The integrated evaluative
perspective proposed in the fifth stage was adopted as the theoretical framework for interpreting the
findings and analysing the functions of the identified linguistic elements within the translation
process.

This study contributes to an area of research that has received comparatively limited attention
in the context of Turkish audiovisual productions. Moreover, by demonstrating how the adopted
analytical method may be developed in accordance with the multilayered nature of translation, it
goes beyond an individual case study and provides an example of methodological application.
Although limited to a single case, the study presents concrete and systematic findings concerning the
elements that may be considered when identifying and analysing linguistic variation. The categories
employed in the analysis were theoretically justified and applied consistently throughout the
analytical process. In this respect, the study proposes a flexible analytical framework that may be
further developed by researchers investigating similar subjects and adapted to different audiovisual
productions.
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Dilleraras: Altyaz1 Cevirisinde Dilsel Degiskenligin Aktarim: Aile Arasinda Ornegi

Giris

Gilinlimiizde ¢eviribilimin 6nemli alt alanlarindan biri olan gorsel-isitsel ¢eviri kiiresellesme,
teknolojik gelismeler ve dijital platformlarin yayginlagmasiyla hizla gelismektedir. Bu dinamik yapi,
akademik caligmalar ile sektdr uygulamalari arasinda zaman zaman bir mesafe olusmasina yol
acabilmektedir. Bu nedenle somut 6rnekler {izerinden gerceklestirilen vaka ¢aligmalari kuramsal
yaklagimlar ile ¢eviri uygulamasi arasinda koprii kurmasi bakimindan 6nem tagimaktadir. Bilimsel
yontemlerle desteklenen bu tiir galismalar, hem uygulayicilar i¢in iglevsel ¢ikarimlar sunmakta hem
de alanin kuramsal gelisimine hizmet etme amaci glitmektedir.

Dilbilim, gostergebilim, toplumdilbilim ve kiiltiir calismalar1 gibi farkli disiplinlerin
kesisiminde yer alan gorsel-isitsel ¢eviri, ¢ok ¢esitli aragtirmalara olanak saglamaktadir. Cogu zaman
eglence ve bos zaman etkinligi olarak izlenen gorsel-isitsel iiriinlere konu olan anlatilar farkli dilleri,
kiiltiirleri, toplumsal siniflar1 ve dil kullanim bigimlerini temsil ederek izleyiciye ¢cok katmanli bir
toplumsal gergeklik sunmaktadir. izleyicinin bu iiriinlerle ceviri araciligiyla anlamli bir iliski
kurabilmesi, triiniin erek kiiltlirde benimsenmesi, takibi ve alimlanmasi agisindan 6nemli bir rol
oynamaktadir. Giinlimiizde gorsel-isitsel ceviri arastirmalari, yalnizca sozel igerigin aktarimina
odaklanan yaklagimlari agarak, anlam iiretimine katkida bulunan dilsel ve dil dis1 unsurlarin biitiinciil
bicimde degerlendirilmesi gerektigini ortaya koymaktadir. (Diaz-Cintas & Remael, 2014; Pérez-
Gonzalez, 2014; Chaume, 2012). Nitekim karakterlerin dilsel tercihleri, yalnizca iletigimi saglayan
bir ara¢ olarak degil, ayn1 zamanda sosyal kimliklerin, kiiltiirel aidiyetlerin ve toplumsal rollerin
ingast ile temsilinde merkezi bir rol oynayan gostergeler olarak islev gérmektedir. Bu baglamda
konusma bigimleri, kesit dil, aksan, hitap bicimleri gibi dilsel 6zellikler; mimik, jest, tonlama ve
sahne diizeni gibi ¢ok modlu gostergelerle birlikte degerlendirilmelidir. Ozellikle lehge, argo,
sosyolekt, farkli dil kesitleri gibi dilsel degiskenlerin bagka bir dile aktarimi, ¢gevirmen agisindan hem
dilsel hem de kiiltiirel diizeyde zorlu bir edim olabilmektedir. Bu nedenle gorsel-isitsel iiriiniin
yapisina ve dogasina uygun olarak bu degiskenlerin ¢agdas ceviribilim yaklagimlari dogrultusunda
cok modlu ve islev odakli incelenmesi karakterizasyonun ve anlatisal islevlerin erek dilde yeniden
iiretilmesi agisindan 6nem tagimaktadir.

Bu calisma, dile Arasinda filmindeki dilsel degiskenlerin Fransizca altyaziya nasil
aktarildigini, bunlarm toplumsal, kiiltiirel ve anlatisal islevlerinin g¢eviri siirecinde ne Olgilide
korundugunu ve gorsel-igitsel baglamin ¢eviri kararlarim1 nasil yonlendirdigini incelemeyi
amaglamaktadir. Bu tiir degiskenlerin hedef dile aktarilmasinda altyazi ¢evirmeni kaynak metnin
toplumsal ve kiiltiirel dokusunu korumak igin ¢esitli stratejiler benimser. Ancak uygulamada s6z
konusu degiskenlerin aktarimi ¢esitli giicliikler igerdiginden g¢eviride siklikla nétrlestirilme, 6l¢iinlii
dile ¢evrilme veya silinme egilimine bagvuruldugu gézlemlenmektedir. Bu durum ise kaynak metnin
sosyal gergekliginin zayiflamasina ve izleyicinin algismin degigsmesine neden olabilmektedir.
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Bu ama¢ dogrultusunda, Ozan Agiktan’in yonettigi ve Giilse Birsel’in senaryosunu
yazdig1 Aile Arasinda adli film, ¢alisma biitiincesi olarak secilmistir. S6z konusu film, farkl
toplumsal cevrelerden gelen karakterlerin dil kullanimindaki cesitliligi yansitmasi bakimindan
zengin bir inceleme alani sunmaktadir. Buradan hareketle ¢calismada toplumsal kimlikleri goriiniir
kilan hitap bigimleri, argo kullanimu, halk dili, sive, 6l¢iinlii olmayan dil kullanimu, kesit dil, kiifiirler,
deyimler, nidalar gibi dilsel degiskenler ile egitim diizeyi ve toplumsal konum gostergesini yansitan
sOylemler, kiiltiirel gondermeler Fransizca altyazi cevirisi baglaminda incelenmistir. Calisma bu
biitiince iizerinden gorsel-isitsel ceviride dilsel degiskenlerin aktarimina iliskin ¢éztimleyici bir
yontem Onermeyi; bu alandaki sinirhi alanyazina katki sunmayi ve gorsel-isitsel ceviri egitimi
acisindan kullanilabilecek 6rnek bir ¢ziimleme yontemi gelistirmeyi amaglamaktadir.

Calisma yedi boliimden olusmaktadir. Birinci boliimde toplumdilbilim ¢ercevesinde dilsel
degiskenlik kavrami1 ele alinmustir. ikinci boliimde, dilsel degiskenlerin gorsel-isitsel ceviride
aktarim ilgili alanyaznla iliskilendirilmistir. Ugiincii béliimde calismanin amaci dogrultusunda
gorsel-isitsel ceviride altyazi g¢evirisi ve dilsel degiskenlerin aktarimi alanyazim1 kapsaminda
incelenmistir. Dordiincii bolimde, dilsel degiskenlerin ¢evirisinin incelenmesinde temel alinan
kuramsal ¢erceve ele alimmustir. Besinci bolimde ise ¢aligma biitliincesini olusturan Aile
Araswinda filmi kisaca tanitilmis, biitlince se¢iminin gerekgeleri agiklanmis ve filmin Fransizca
altyaz1 cevirisinde dilsel degiskenlerin aktarimi gorsel-isitsel ceviri yaklasimlari cergevesinde
incelenmigstir. Altinci bdliimde ise ¢alismada kullanilan Martinez Sierra’nin (2022) gorsel-isitsel
metinlerdeki toplumsal degiskelerden hareketle dilsel degiskenleri tanimlamak icin gelistirdigi
yontem biitlinceyle iliskilendirilerek ele alinmistir. Dilsel degiskenlerin aktariminin incelenmesine
ayrilan yedinci boliimde belirlenen yontem dogrultusunda ¢ok modIu bir yaklagimla ayrintili bigimde
filmin ¢éziimlemesi yapilmistir. Bu kapsamda dil Gtesi unsurlar, gorsel-isitsel kodlar, baglamsal
gostergeler ve karakterlerin toplumsal konumlar birlikte degerlendirilmis; dilsel unsurlarin bu
katmanlarda insa edilen sosyal gerceklikleri nasil destekledigi sekiz kategori altinda incelenmistir.
Elde edilen bulgular Fransizca altyazi cevirileriyle birlikte tartigilmig ve gerekli goriilen durumlarda
olasi ¢eviri Onerileri geri ¢evirileriyle birlikte sunulmustur.

Sonu¢ ve tartisma boliimiinde sekiz kategoride ele alinan dilsel degiskenlerin altyazi
cevirisinde cogunlukla nétrlestirildigi, argo, sive ve halk dilinin 6l¢iinlii hale getirildigi, Fransizcada
esdegerleri oldugu halde bazi deyim ve sozciiklerin kimi zaman s6zciigi sozciigiine ¢evrildigi, kesit
dil kullanimina dikkat edilmedigi ve cok modlu dil dis1 gostergelerle dilsel gostergelerin bir biitiinliik
icinde degerlendirilmedigi saptanmistir. Buradan hareketle, ¢eviri ediminde dilsel degiskenlerin ¢ok
modlu gostergelerle birlikte ¢oziimlenmesinin, kaynak metindeki anlatisal islevlerin ve
karakterizasyonun erek dilde yeniden {iretilmesi agisindan tasidigi 6nem vurgulanmistir. Tartigsma
kisminda ise dilsel degiskenlerin gorsel-isitsel ¢eviri baglamindaki rolii degerlendirilmis, bu tiir
calismalarin arastirma, egitim ve uygulama alanlarina saglayabilecegi katkilar tartigilmistir.

Toplumsal farklilagmalarin dildeki yansimalar1 olan dilsel degiskenler, toplumdilbilimin
temel inceleme alanlarindan biridir. Bu nedenle, ¢alisma biitiincesinde 6ne ¢ikan dilsel degiskenlik
olgusuna gegmeden 6nce kavramin toplumdilbilim baglaminda temel bir ¢er¢cevede tanimlanmasi
yerinde olacaktir.

Toplumdilbilim Baglaminda Dilsel Degiskenlik (Varyasyon)

Sosyoloji, antropoloji ve psikoloji gibi disiplinlerden beslenen toplumdilbilim, G6zellikle
1960’lardan itibaren William Labov, Dell Hymes, John Gumperz ve Joshua Fishman gibi
arastirmacilarin 6ncii caligmalartyla gelisim gostermistir (Kantarcioglu, 2023, 5.66).

Geleneksel dilbilimin dili toplumsal baglamdan yalitilmis, homojen ve soyut bir dizge
olarak ele alan yaklasimina karsi konumlanan toplumdilbilim, dil kullanimimin toplumsal kosullar,
kimlikler ve iletisim baglamiyla dogrudan iliskili oldugunu savunmaktadir (Labov, 1976). Bu
baglamda bu displin, dilsel bigimlerle toplumsal yap1 arasindaki karsilikli etkilesimi inceleyen
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disiplinlerarasi bir arastirma alan1 olarak degerlendirilmektedir (Hudson, 1980; Wardhaugh, 2006).
1990’11 yillardan itibaren etnoloji ve sosyal psikoloji gibi sahalarla da bagini giiglendiren bu bilim
dali, genis bir arastirma yelpazesine sahiptir (Kiran & Kiran, 2023, s. 377).

Toplumdilbilim alanyazininda farkli bicimlerde tanimlansa da bu tanimlar ortak bir zeminde
bulugsmaktadir. Boyer (1996), toplumdilbilimin toplum i¢inde konusan bireyle iligkili tiim olgulari
dikkate aldigim belirtirken; Hudson (1980) bu alan1 en yalin haliyle dil ile toplum arasindaki iliskiyi
inceleyen bir disiplin olarak 6zetler. Benzer sekilde Gumperz (1982) sosyal yapiyla dilbilimsel yap1
arasinda dogru bir oranti oldugunu ve toplumdilbilimin bu iliskide meydana gelen degisimleri
inceleme amaci giittigiinii dile getiriken Chambers daha dolaysiz bir ifadeyle alam1 "dilin sosyal
kullanimlarmin incelenmesi" olarak tanimlamaktadir (Wardhaugh, 2006, s. 11). Dilsel ve toplumsal
olgular arasindaki karsilikli etkilesimi temel alan bu yaklasimin odaginda “esdegisirlik” kavrami yer
almaktadir (Giiz vd., 2007, s. 196). Toplumsal olgular ile dilsel verilerin birbirine kosut olarak
degismesini ifade eden esdegisirlik (Labov, 1972), kaynak metnin mutlaka sosyal bir baglam
cercevesinde degerlendirilmesi goriisiiyle haraketeden c¢evirmenler ve ceviribilimciler icin de
kuramsal bir zemin olusturmaktadir. Nitekim dilbilim bir tiimceyi yalnizca yapisal olarak
¢Oziimlemeye odaklanirken, toplumdilbilim bir sdzcenin dil diizeyine, kim tarafindan, hangi
kosullarda ve hangi niyetle iiretildigine yogunlasir (Kiran & Kiran, 2023, s. 377).

Toplumun kendisi kadar dinamik bir yapiya sahip olan dil, bu esdegisirlik ilkesi geregi statii
farkliliklar1, baglam ve kisilerarasi iliskiler dogrultusunda heterojen bir yapi sergiler (Labov, 1966;
Milroy, 2007; Wardhaugh, 1986). Bu durum toplumdilbilimin en temel inceleme konularindan biri
olan dilsel degiskenlik (varyasyon) olgusunu ortaya ¢ikarmaktadir. Dilsel degiskenlik, bireylerin
belirli toplumsal ve kiiltiirel baglamlarda farkli dil kullanim bigimleri arasinda yaptiklar1 segimleri
ifade eden genis bir kavramdir (Bell, 1991; Holmes, 2013; Myers-Scotton, 1998). Baska bir ifadeyle
bireyler dili yalnizca soyut dilbilgisi kurallariyla degil, kullanim baglamina iliskin toplumsal ve
iletisimsel islevleriyle birlikte edinmekte ve iletisim aninin gereksinimlerine gore farkli dilsel
degiskenler arasinda se¢im yapmaktadirlar (Wardhaugh, 2006). Bu yaklasim, anlamin iletisim
baglami, kullanilan kanal ve kisilerarasi iliskilerin etkilesimiyle olustugunu savunan Halliday’nin
(1985, 1994) Sistemik Islevsel Dilbilim kuramiyla da 6rtiismektedir.

Dilsel degiskenlige iliskin ilk kuramsal yaklagimlar Halliday, Mclntosh ve Strevens (1964),
Catford (1965), Gregory (1967) ile Milroy "un (1978) ¢alismalariyla ortaya konmus; ancak kavram
ozellikle Labov’un (1966, 1972) katkilariyla dizgesel bi¢imde kuramsallagtirilmistir. Dilsel
degiskenlik, bir dil i¢cinde toplumsal, bolgesel, baglamsal ya da bireysel etkenlere bagli olarak ortaya
cikan sistematik dilsel farklilagmalar1 kapsar (Trudgill, 2003). Foulkes (2006) bu durumu dilin
evrensel ve islevsel bir Ozelligi olarak tanimlarken; Paillet (2005) degiskenligin toplumsal
donisiimlerle birlikte sekillendigini vurgulamaktadir. Bu dogrultuda dilsel degiskenler; sesbilimsel,
bigimbilimsel, sozdizimsel ve sozciikk diizeylerinde goriiniirlik kazanarak bireyin toplumsal
kimligini, sinifsal aidiyetini, cografi kdkenini ve cinsiyetini yansitan onemli birer gostergeye doniigiir
(Boutet & Gadet, 2003; Trudgill, 2000; Yagl, 2023).

Alanyaziinda dilsel degigkenligi farkli sekillerde siniflandiran yaklagimlar bulunmaktadir.
Dittmar (1976) bir dil toplulugunda o6l¢iinlii, bolgesel, toplumsal ve islevsel degiskenlerden s6z
ederken; Gadet (1992) degiskenligi dil i¢i ve dil dis1 unsurlar ¢ercevesinde ele almaktadir. Dilsel
degiskenligin siniflandirilmasi ve islevleri, toplumdilbilimin yani1 sira g¢eviribilim alaninda da
yararlanilan 6nemli kuramsal ¢er¢evelerden biridir. Halliday, McIntosh ve Strevens’in (1964) ortaya
koydugu dilsel degiskenlik yaklagimi, daha sonra Hatim ve Mason (1990) tarafindan ¢eviribilim
baglaminda gelistirilmis ve ¢eviri incelemelerinde islevsel bir ¢oziimleme araci olarak kullanilmistir.
Bu yaklagima gore dilsel degiskenlik, kullaniciya bagli (user-related variation) ve kullanima baglh
(use-related variation) olmak iizere iki temel diizlemde incelenmektedir.
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Kullaniciya bagh degiskenlik (user-related variation), konusurun cografi kdkeni, yasi,
toplumsal sinifi, egitim diizeyi, 6l¢iinlii ya da dlgilinlii olmayan dil kullanimi ve bireysel dil 6zellikleri
(idiyolekt) gibi kullanici merkezli farkliliklar1 kapsamaktadir.

Kullammma bagh degiskenlik (use-related variation) ise dil kullaniminin gerceklestigi
iletisim baglamina odaklanmakta; alan (field), kisilerarasi iligkiler (tenor), iletisim kanali (mode) ve
kesit dil (register) gibi unsurlara bagl olarak degisen dil kullanim bi¢imlerini incelemektedir.

Dilsel degiskenlik olgusunu dilin i¢ yapisindan kaynaklanan etkenlerin yani sira dil dist
toplumsal etkenlerle de agiklamaya calisan Bulot ve Blanchet (2013, s. 48) dil dis1 degiskenligi bes
temel boyutta ele almaktadir:

1. Diakronik Degiskenlik (Tarihsel dil degiskenligi): Dilin tarihsel siire¢ icerisindeki
doniisiimiinii ve zamana bagli degisimini yansitir.

2. Diastratik Degiskenlik (Toplumsal Dil Degiskenligi): Sosyal sinif, egitim diizeyi, yas,
meslek ve toplumsal aidiyete bagli olarak sekillenen dil kullanimlaridir.

3. Diatopik Degiskenlik (Cografi Dil Degiskenligi): Cografi bolgelere ve yerel alanlara
bagli olarak ortaya ¢ikan agiz ve sive gibi farklilagmalar1 ifade eder.

4. Diafazik Degiskenlik (Baglamsal Dil Degiskenligi): Iletisim baglamia, ortama ve
kisileraras: iligkilerin resmiyet derecesine gore degisen iislup, bicem ve kesit dilleri
kapsar.

5. Diajenik Degiskenlik (Toplumsal Cinsiyete Bagh Dil Degiskenligi): Kadin ve
erkekler arasindaki dil kullanim farkliliklarini incelemektedir. Bu degiskenlik tiirii, kadin
ve erkeklerin aym dilsel gostergelere farkli anlamlar yiikleyebilecegini ve benzer
toplumsal baglamlarda ayn1 dilsel bigimleri kullanmayabileceklerini ortaya
koymaktadir.

Gadet (2003, s.15), bu besli modele ek olarak, iletisim siirecinde kullanilan kanal ya da
aktarim ortamina (yazili/sozlii) bagli olarak ortaya c¢ikan farklilasmalari ifade eden “diamesik”
degiskenligi (iletisime bagh dil degiskenligi) de ekleyerek bu degiskenlik tiirlerinin statik yapilar
olmayip siirekli birbirleriyle etkilesim halinde oldugunu belirtmistir. Dolayisiyla 6l¢iinlii dil, yerel
agizlar, sosyal agizlar (sosyolekt), jargonlar ve meslek dilleri gibi dilin tiim gerceklesme bigimleri
bu dinamik etkilesimin birer {iriinii olan degiskelerdir (Demir & Yilmaz, 2009, s. 17).

Bu calisma kapsaminda, Bulot ve Blanchet’nin (2013) siniflandirma modelinde yer
alan diatopik, diastratik ve diafazik degiskenliklerin, inceleme biitiincesini olusturan Aile
Arasinda filminde belirgin ve islevsel bicimde temsil edildigi goriilmektedir. Filmde karakterlerin
Ol¢iinli olmayan dil kullanimlarina siklikla yer verilmesi; onlarin sosyal statiileri, kimlikleri, yaslari,
cografi kokenleri ve mesleki aidiyetleri hakkinda izleyiciye dnemli veriler sunmaktadir. (Demir &
Yilmaz, 2009, s. 16). Bu tiir dilsel degiskenler, yalnizca gercekei bir arka plan yaratmakla kalmayip
filmdeki mizahi etkinin ve karakterizasyonun ingasinda da birincil bir rol iistlenmektedir.

Filmdeki dilsel degiskenlik bigimleri belirlenen ii¢ temel diizlemde su sekilde
orneklendirilebilir:

o Diatopik Degiskenlik (Bolgesel Dil Degiskeni / Adana Agz1): Cografi kokene bagl dilsel
degiskenlerin en somut 6rnegi olarak Hasmet karakteri ve ailesinin dil kullanimlar1 6ne
cikmaktadir. Karakterler, "bici bici", "gadasini aldigim", "cincik gibi" gibi Adana ydresine
0zgii ifadeleri siklikla kullanmakta, ayrica fonetik ve morfolojik diizeyde yerel sdyleyis
ozellikleri sergilemektedir. Kelime sonlarindaki /r/ iinsiiziiniin diistiriilmesi ya da simdiki

zaman ekinin daralarak kullanilmas1 ("napiyon", "gidiyo"), "abov"” gibi bolgeye 6zgii nidalar
ve deyimsel yapilar diatopik degiskenligin filmdeki gostergergeleridir.
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o Diastratik Degiskenlik (Sosyolekt): Filmdeki karakterler farkli sosyal sinif, egitim diizeyi
ve meslek gruplarini yansitan katmanli dil kullanimlarma sahiptir. Bu baglamda, burjuva ve
esnaf kimligini yansitan Fikret’in 6l¢iilii, kuralli ve normatif dili; eglence sektoriinde calisan
Solmaz’in gece hayatina 6zgii, argo unsurlar iceren samimi sdylemi; Neco’nun sokak dili ve
argo kullanimi, Leyla’nin mahalle dili ile popiiler kiiltiir jargonunu birlestiren karma dili ve
Hagmet’in ataerkil sOylemi diastratik degiskenligin tipik yansimalardir. Bu dilsel
ayrigmalar, karakterlerin toplumsal konumlarini ve yasam tarzlarini belirginlestiren 6nemli
verilerdir.

o Diafazik Degiskenlik (Kesit Dil): Karakterlerin i¢inde bulunduklar1 sosyal gevreye ve
degisen iletisimsel durumlara gore dil, ton ve isluplarini degistirme becerileri diafazik
degiskenligi goriiniir kilar. Bir avize magazasi sahibi olan Fikret, ticari ve resmi iligkilerinde
daha kontrollii ve 6l¢iinlii bir dil segerken, Solmaz ile olan yakin iligkisinde daha samimi ve
duygusal bir sdyleme gecis yapmaktadir. Benzer sekilde Solmaz, kendi dogal ortaminda
pavyon ve sokak diline yakin bir sdylem benimsemisken, Adanali muhafazakér diiniirlerinin
yaninda asir1 nazik, bir "Istanbul Tiirkgesi" ile konusmaya calismaktadir. Leyla’nin mahalle
dili ile popiiler kiiltiir sdylemlerini harmanlayan dili de bu baglamda dikkat ¢ekicidir.

o Diagenik Degiskenlik (Toplumsal Cinsiyete iliskin Dil Kullanimi): Solmaz’m trans
sarkici arkadas1 Behiye’nin dil kullanimlarinda goriildiigii iizere, toplumsal cinsiyet ve cinsel
yonelimle iliskili 6zel bir alt kiiltiir jargonu (LGBT jargonu / Lubunca) da yer almaktadir.
Ancak toplumsal cinsiyete dayali dil kullanimi kendine has farkli bir kuramsal ve
yontembilimsel inceleme alani olusturdugundan, makalenin yapisal sinirlarin1 korumak
adina bu ¢aligmanin kapsami disinda birakilmistir.

Dilsel Degiskenlik ve Gorsel isitsel Ceviri

Ceviri uygulamalarinda dilsel degiskenlerin aktarimi uzun yillardir toplumdilbilim ve
ceviribilim kesisiminde tartisilan 6nemli bir konu olmustur. Ozellikle dilsel degiskenlerin sosyal
kimlik, aidiyet ve kiiltiirel konumlanma gibi anlam katmanlar1 tagimasi, bu unsurlarin gevirisinde
yalnizca dilsel degil, ayn1 zamanda toplumsal ve kiiltiirel diizeyde kararlar alinmasin1 gerekli
kilmaktadir. Hatim ve Mason (1990), dilsel degiskenligin ¢eviri siirecinde kullaniciya ve kullanima
bagl farklilagsmalar baglaminda ele alinmas1 gerektigini belirtirken, Federici (2011) giiclii kiiltiirel
gostergeleri iceren dilsel degiskenlerin sosyal anlamlarin1 kaybetmeden aktarilmasinin her zaman
miimkiin olmadigin1 vurgulamaktadir. Benzer sekilde Benlakdar (2020), 6zellikle kaynak ve erek
diller arasinda yapisal ve kiiltlirel farkliliklarin belirgin oldugu durumlarda toplumdilbilimsel
yaklagimin 6nem kazandigina dikkat ¢ekmektedir.

Gorsel-isitsel Tirtinler, dilsel ve dil disit unsurlarin birlikte anlam {irettigi ¢ok modlu
yapilardir. Bu nedenle bu tiir iirlinlerin ¢eviri ¢oziimlemelerinde gorsel-isitsel diizgiilerin baglamin
ve karakterlerin biitiinciil bi¢imde degerlendirilmesi gerekmektedir. Karakterlerin konusma
bicimleri, ses tonlari, ag1z ve aksan gibi dilsel degiskenlerin yani sira mimik, jest, giyim tarzi ve diger
dil dis1 gostergeler; sosyal kimlik, kiiltiirel aidiyet ve kisilerarasi iligkilerin ingasinda belirleyici rol
oynamaktadir (Martinez Sierra, 2022). Dilsel degiskenler, uzun siiredir filmlerde karakterlerin
betimlenmesi, kisilerarasi iliskilerin kurulmasi ve sdylemsel baglamin yansitilmasinda anlatisal bir
arag olarak kullanilmaktadir (Hodson, 2014; Kozloff, 2000; Lippi-Green, 1997).

Senaristler ve metin yazarlar1 dilsel degiskenleri ger¢eklik duygusu yaratmak, gii¢ ve
dayanigma iligkilerini goriiniir kilmak, mizahi etki olusturmak ya da belirli bir bakis agisin1 yansitma
araci olarak kullanmaktadir (Hatim & Mason, 1990). Ancak gorsel-isitsel ¢eviri baglaminda sozlii
ve yazili soylem arasindaki gerilim, bu dilsel degiskenlerin tasidig1 iletisimsel anlamlarin aktarimim
teknik, metinsel ve sosyokiiltiirel agidan karmasik hale getirmektedir (Ramos Pinto, 2018, s. 18).
Altyaz1 cevirisinde kullamlan stratejilerin izleyiciler tarafindan nasil algilandigma iligkin ¢esitli
alimlama caligmalar1 da yiiriitiilmiistiir (Chiaro, 2007, 2008; Bucaria, 2008; Caffrey, 2008, 2009;
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Perego vd., 2010; Bairstow, 2011). Ancak bu calismalar alana 6nemli katkilar sunmakla birlikte,
altyaz1 gevirisindeki ¢oziimlemelerin biiylik dlglide dilsel degiskenlerin aktariminda kullanilan
stratejiler ve teknik kisitlar {izerine yogunlastigi; buna karsin ¢ok modlu baglamlarin ve dilsel
degiskenlerin anlati icindeki farkli islevlerinin gorece smirli bicimde ele alindigi belirtilmektedir
(Gambier, 2013; Ramos Pinto, 2018). Bu durumun nedenlerinden biri, dilsel degiskenlerin ¢ok
modlu gorsel-igitsel iriinlerde incelenmesine yonelik biitiinciil bir analitik ¢ergevenin sinirh
olmasidir (Gambier & Ramos Pinto, 2016; Remael, 2001; Taylor, 2003, 2009). Kaynak tirtindeki bu
gostergelerin erek dilde ayni toplumsal ve kiiltiirel ¢agrisimlart uyandiracak bicimde yeniden
iretilmesi ¢ogu zaman miimkiin olmamaktadir. Bu nedenle gorsel-isitsel ¢eviride kaynak iiriiniin
tiirt, islevi, iletisi ve erek kiiltiirde yaratilmasi hedeflenen etkinin yani sira, dilsel degiskenlerin nasil
temsil edildigi ve hangi ¢eviri stratejileriyle aktarildigi 6nemli bir arastirma alani olusturmaktadir.

Dilsel degiskenlerin gorsel-igitsel ¢eviride aktarimina iligkin farkli dil ve kiiltir
baglamlarinda ¢esitli deneysel ¢alismalar yiiriitiilmiis; bu ¢aligmalar, kiiltiire 6zgli 6geler tagiyan
dilsel degiskenlerin erek dile aktariminda islevsel esdegerlik ile kiiltiirel 6zgiinliik arasinda denge
kurmanin temel giicliiklerden biri oldugunu goéstermistir (Sukmaningrum vd., 2022; Kharitonova,
2019).

Dilsel Degiskenlerin Altyazi Cevirisiyle Aktarim

Caligma biitlincesinde dilsel degiskenlerin Fransizca altyazi ¢evirisi incelendiginden, altyazi
cevirisine iligkin temel ¢ergeveye kisaca deginmek uygun olacaktir. Altyazi ¢evirisi, gorsel-isitsel
cevirinin en yaygin tiirlerinden biri olup, konugmacilarin repliklerinin yan1 sira goriintiide yer alan
yazili unsurlar ve isitsel gostergelerin de dikkate alindig1 cok modlu bir ¢eviri uygulamasidir. (Diaz-
Cintas & Remael, 2014; Gottlieb, 2004). Bu nedenle altyazi ¢evirisinde dilsel unsurlar ile dil dist
gostergelerin biitiinciil bicimde degerlendirilmesi gerekmektedir. Bununla birlikte, altyazi gevirisi,
karakter sayisi, zamanlama ve okunabilirlik gibi teknik kisitlar altinda gergeklestirilmektedir (Fong,
2009). Bu teknik sinirliliklar, 6zellikle dilsel degiskenler gibi toplumsal ve kiiltiirel anlam tastyan
unsurlarin erek dile aktariminda ¢eviri kararlarin1 dogrudan etkileyebilmektedir.

Dilsel degiskenlerin altyazida aktarimina iligkin alanyazini, biiylik dl¢iide bu unsurlarin
cevirisinde karsilasilan giicliikler iizerine yogunlagsmistir. Bu tartismalar ¢cogunlukla, gorsel-isitsel
uriinlerdeki dilsel cesitlerin aktariminda kullanilan stratejilerin arkasindaki teknik, metinsel ve
sosyokiiltiirel etkenlere odaklanmaktadir (Ramos Pinto, 2018). Buna karsilik, sozel ve gorsel
unsurlar arasindaki iliski ile bu unsurlarin anlati igindeki islevleri gorece smirli bicimde
incelenmigstir. Gorsel-isitsel ¢eviri ¢aligmalarinda filmde anlamin farkli gostergebilimsel unsurlar
araciligiyla tretildigi kabul edilse de, ¢oziimlemeler cogu zaman yalnizca replikler ile altyazilar
arasindaki iliskiyle sinirhi kalmaktadir (Gambier, 2013). Bunun temel nedenlerinden biri, gorsel-
igitsel Uriinlerdeki farkli modlar arasindaki ¢ok katmanli iliskileri agiklayabilecek biitiinciil bir
analitik ¢ergevenin sinirli olmasidir (Gambier & Ramos Pinto, 2016).

Bir filmin altyazi yoluyla bagka bir dile aktarilmasi, 6zellikle kaynak dilin 6l¢iinlii
bigiminden sapmalar icerdigi durumlarda olduk¢a karmasik bir siirectir. Olgiinlii olmayan telaffuz,
lehgeler ve diger dil ¢esitlerini igeren, ozellikle bu unsurlarin 6l¢iinli dil kullanimiyla karsitlik
olusturdugu yapimlar, dilsel degiskenlik sergileyen gorsel-isitsel diriinler olarak tanimlanmaktadir
(Ellender, 2015, s. 2). Dil kullanimi, karakter kimliginin ve anlatisal yapimin merkezinde yer
aldigindan, bu unsurlarin altyazida mimkiin oldugunca islevsel bigimde aktarilmasi Onem
tagimaktadir. Ancak dilsel degiskenlerin tasidig kiiltiirel ve toplumsal anlamlarin erek dilde ayni
bicimde yeniden iiretilmesi her zaman miimkiin olmamaktadir. Ellender (2015, s. 3)’e gore bu
giicliikler nedeniyle altyazi gevirisinde dilsel degiskenlerin aktarimindan siklikla kaginilmakta;
bunun yerine 6l¢iinlii dil kullanimina yonelinmektedir (Rosa, 2004; Toury, 1995; Serban, 2008).

Diaz-Cintas ve Remael’e (2014) gore baz1 dilsel degiskenlerin altyazilarda aktariimasi
gereklidir; ¢linkii bu unsurlar olay Orgiisiiniin ilerlemesine katkida bulunmakta ve karakterlerin
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ayirtedici Ozelliklerinin insasinda rol oynamaktadirlar. Nitekim film ve diziler gibi gorsel-isitsel
iiriinlerde dilsel degiskenler, karakterlerin ait olduklar1 toplumsal grubu, cografi kokenlerini,
kisilerarasi iliskilerini ve kimi zaman anlatinin bakis acisin1 yansitmak amaciyla bilingli bicimde
kullanilmaktadir (Hodson, 2014; Kozloff, 2000; Lippi-Green, 1997). Ancak filmin ¢cogunlukla gorsel
bir anlat1 bicimi olarak degerlendirilmesi nedeniyle, bu tiir dilsel unsurlarin incelenmesi gérece sinirl
kalmisgtir (Kozloff, 2000).

Hatim ve Mason (1990), sdylemde kullaniciya ve kullanim baglamina iliskin bilgiyi tasiyan
iletisimsel boyutun yani sira edimsel ve sosyo-gostergebilimsel olmak iizere iki baglamsal boyut
daha Onermektedir. Edimsel acidan dilsel degiskenlik, kullanildig1 baglamda islevsel bir rol
iistlenirken; sosyo-gdstergebilimsel agidan sdylem, belirli bir dil toplulugu icinde toplumsal konum
ve mevkiyle iliskilendirilmektedir (Rosa, 2012). Bu boyutlar, gorsel-isitsel tirlinlerde kullanilan
dilsel degiskenlerin kiiltiirel, cografi ve toplumsal baglamlarla yakindan iligkili oldugunu
gostermektedir.

Dolayisiyla temel zorluk, konusulan dilin yazili bigime aktarilmasindan ya da 6l¢iinlii dil dist
degiskenlerin dogrudan ¢evrilmesinden ziyade, kaynak kiiltiirde belirli iletisimsel anlamlar tagiyan
bir dilsel degiskenlige erek kiiltiirde islevsel olarak karsilik gelebilecek esdeger bir dilsel degisken
bulabilmektir. Diaz-Cintas ve Remael’in (2007, s. 191) belirttigi gibi, “farkli erek kiiltiir lehcelerinin
cagrisimlari, yerini aldiklari kaynak dil lehgelerinin ¢agrisimlartyla hicbir zaman tam olarak ayni
olmayacaktir.” Bagka bir deyisle, dilsel degiskenlerle iliskilendirilen iletisimsel anlamlarin erek
kiiltiirde dogrudan bir karsiligi bulunmayabilir, ¢iinkii her kiiltiir kendi toplumsal ve dilsel yapisi
icinde farkli bigimde orgiitlenmistir. Bu durum Leppihalme’nin (1997) culture bumps kavramiyla
aciklanmig; hatta bazi arastirmacilar bu tiir ¢evirileri son derece gii¢ oldugunu ifade etmislerdir.
(Brodovich, 1997; House, 1998; Lane-Mercier, 1997). Bununla birlikte Benlakdar (2020), dilsel
degiskenlerin kiiltiirel ve toplumsal anlamlar tasimasi nedeniyle aktarim siirecinin gii¢lestigini, ancak
cevirmenin bu unsurlarin sosyal iglevini ve tonunu miimkiin oldugunca koruyarak erek kiiltiire
aktarmasinin 6nemli oldugunu vurgulamaktadir. Benzer sekilde Ellender (2015), Britanya ve Fransiz
sinemasindan secilmis 6rnekler iizerinden lehge, sosyolekt ve kesit dil gibi degiskenlerin altyazi
cevirisinde gerekli uzmanlik ve uygun stratejilerle korunmasinin miimkiin oldugunu ileri
stirmektedir.

Dilsel degiskenlerin cevrilmesi, karakterlerin sosyal kimliklerinin aktarilmasinda ve
izleyiciyle bag kurulmasinda kritik bir rol oynar. Bu unsurlarin miimkiin oldugunca esdeger bir
degiskenle aktarilmamasi ya da silinmesi karakterizasyonu ve izleyici alimlamasimi olumsu
etkileyebilmektedir (Sukmaningrum vd., 2022). Ornegin, genglik odakli filmlerde kullanilan argo,
karakterlerin kimligini belirlemek agisindan ¢ok onemlidir. Bu baglamda cevirmenlerin, dilsel
degiskenlerin 6zgilin tonunu, sosyal islevini ve anlamimi koruyarak erek kiiltiire aktarmalar
onemlidir. Bu aktarim, 6zellikle Aile Arasinda filmi gibi hem eglence hem de anlati islevi tasiyan
gorsel-igitsel irlinlerde ¢evirmen i¢in zorlu bir edimdir. Bununla birlikte Ellender (2015), uygun
stratejiler ve yeterli uzmanlikla dilsel degiskenlerin altyazi ¢evirisinde islevsel bigimde korunmasinin
miimkiin oldugunu ileri siirmektedir

Ozetle, gorsel-isitsel metinlerde dilsel degiskenlerin cevirisi; dilsel, kiiltiirel ve toplumsal
unsurlar arasinda hassas bir denge kurulmasii gerektiren ¢ok katmanl bir siiregtir. Erken dénem
kuramsal yaklasimlar bu alana 6nemli bir temel olusturmus; sonraki calismalar ise dilsel
degiskenlerin yalnizca bigimsel degil, sosyal kimlik, kiiltiirel aidiyet ve anlatisal islev agisindan da
degerlendirilmesi gerektigini ortaya koymustur. Bu baglamda alanyazin, dilsel degiskenlerin
cevirisinde yalnizca teknik kisitlarin degil, ¢ok modlu baglamin ve toplumsal anlam katmanlarinin
da dikkate alinmasinin 6nemini vurgulamaktadir.
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Aile Arasinda filminin Konusu

Aile Arasinda, Ozan Aciktan tarafindan yonetilen ve senaryosunu Giilse Birsel'in yazdigi,
komedi tiiriindeki Tiirk filmidir. Filmin basrollerinde Engin Giinaydin, Demet Evgar, Erdal
Ozyagc1lar, Devrim Yakut, Fatih Artman, Sevket Coruh, Giilse Birsel, Derya Karadas, Su Kutlu ve
Ayta Sozeri yer almaktadir. Film, 1 Aralik 2017'de gosterime girmis, sonrasinda ise dijital
platformlar {izerinden seyirci ile bulusmaya devam etmistir. Film, birbirinden oldukga farkli sosyal
ve kiiltiirel ¢evrelerden iki ailenin beklenmedik bi¢imde bir araya gelmesiyle gelisen olaylar1 konu
almaktadir. Istanbul’da yasayan karakterlerle Adana kokenli aile arasindaki kiiltiirel, toplumsal ve
dilsel karsitliklar filmin temel mizah unsurlarindan birini olusturmaktadir. Bu yoniiyle Aile Arasinda,
bolgesel agiz kullanimi, argo, toplumsal degiskenlik ve baglama goére degisen dil kullanimlar
bakimindan zengin bir inceleme alan1 sunmaktadir.

Komedi tiiriinde olan film, hayat1 boyunca risk almaktan kaginmis, sakin ve i¢ine kapanik
bir adam olan Fikret’in (Engin Giinaydin) hayatinin bir anda degismesini konu alir. Karisi tarafindan
terk edilen Fikret (Fiko) kendini tamamen yalniz hisseder. Bu siiregte giiclii karakterli ve renkli bir
kadin olan pavyon sarkicisi Solmaz (Demet Evgar) ile tanisir. Solmaz’in kiz1 Zeynep Adanali erkek
arkadasi Emirhan ile evlenmek istemektedir ancak kendi ailesi hakkinda yalan sOylemistir.
Emirhan’1n ailesi Adana geleneklerine bagli oldukga otoriter bir ailedir. Solmaz durumu kurtarmak
icin Fikret'e emniyet miidiirii kocasi roliinli yapmasini teklif eder. Fikret istemeyerek de olsa bu rolii
kabul eder ve kendini bir anda Adanali muhafazakar bir ailenin iginde, sahte bir baba olarak bulur.
Ancak isler planlandig1 gibi gitmez; ¢iinkii Emirhan hemen diigiin yaparak evlenmek istemektedir.
Bu durumda isler sarpa sarar ve Fikret bu rolii oymay1 siirdirmek durumunda kalir. Filmde aile
olmak i¢in kan bagi degil kurulan iliskilerin ve sik1 baglarin 6nemi de komedi ve mizahi unsurlarla
ele alinmaktadir.

Gorsel-isitsel metinlerde dilsel degiskenleri tammlama yontemi

Ele alinan 6rneklem iizerinden dilsel degiskenlerin Fransizca altyazi gevirisini incelemek
amaciyla, disiplinlerarasi bir yaklasimla Martinez Sierra’nin (2022) gorsel-isitsel metinlerde
toplumsal degiskenler baglaminda dilsel degiskenlerin ¢éziimlenmesine yonelik gelistirdigi yontem
benimsenmistir. Bu yaklasim, gorsel-isitsel metinlerin yalnizca dilsel unsurlarin 6tesinde goriintii,
ses, jest, mimik, renk, tipografi ve mekansal diizenleme gibi farkli gostergebilimsel unsurlarin
etkilesimiyle anlam ftireten ¢ok modlu yapilar oldugu varsayimina dayanmaktadir. Cok modluluk
yaklagimi, iletisimde anlamin tek bir gosterge dizgesiyle degil, farkli modlarin eszamanlh
etkilesimiyle tretildigini savunmaktadir. Bu baglamda gorsel-isitsel triinlerde sozlii dil, goriintii,
miizik ve beden dili arasindaki iligki anlamin olusumunda belirleyici bir rol oynamaktadir.

Cok modluluk kurami, temelde sosyo-gostergebilimsel bir bakisagisina dayanir ve bu
baglamda, anlamin iretimini kiiltiirel pratikler ve toplumsal normlarla iliskilendirir. Bu ¢ercevede
geligtirilen “gorsel dilbilgisi” (visual grammar) yaklagimi, gorsel 6gelerin nasil yapilandirildigini ve
anlami nasil organize ettigini analiz etmeyi amaglar (Kress & Van Leeuwen, 2021, s. 2-4). Gorsel-
isitsel ceviride Jewitt (2009) tarafindan detaylandirilan ¢okmodluluk kurami, Martinez Sierra’nin
yonteminin temelinde yer alir. Gorsel, igitsel ve dildisi unsurlarin, dilsel diizgiilerle birlikte nasil bir
araya geldigini incelemek, dilsel ve toplumsal degiskenlerin ¢6ziimlenmesinde énemli bir rol oynar
(Jewitt, 2009°dan akt. Martinez Sierra, 2022).

Sosyodilbilimsel kuramlar da bu yaklasimin temel taslarindan biridir. Halliday (1978) ve
Coseriu (1958) gibi sosyodilbilimcilerin ¢alismalari, dilsel degiskenlerin toplumsal dizgenin bir
yansimast oldugunu savunur. Halliday, bir dildeki degiskenlerin, toplumun sosyal yapisiyla
dogrudan iliskili oldugunu belirtir. Coseriu ise, toplumsal ve bolgesel degiskenlerin dillerde
belirleyici oldugunu ileri siirer ve bu ¢ergeve Martinez Sierra’nin toplumsal degiske ¢oziimlemesinde
kullanilan kavramlarin temellerini olusturur.
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Martinez Sierra, ayrica “Gorsel-Isitsel Metin Kurami” {izerine calismalar yapan Chaume
(2004) ve Delabastita’nin (1989) goriislerinden de yararlanir. Chaume, gorsel-igitsel metinlerin en
az iki kanal (gorsel ve isitsel) araciligiyla bilgi ilettigini ve bu bilgilerin farkli diizgiilerle anlam
kazandigini savunur. Dilsel degiskenleri tanimlarken ayrica dnyapimli konusma dili kavrami 6nemli
bir yer tutar. Diaz Cintas (2001), Yau (2018), Remael (2001) gibi arastirmacilar, gorsel-isitsel
metinlerde kullanilan dilin ¢gogunlukla 6nceden kurgulanmis bir metne dayandigini ve bu yoniiyle
dogal konugma dilinden ayrildigini belirtirler. Bununla birlikte, bu durum s6z konusu metinlerde yer
alan dilsel degiskenlerin yapay oldugu anlamina gelmez; aksine, bu degiskenler, sozlii iletisimin
dogalligim yansitmak ve izleyicide ger¢ek konusma izlenimi olusturmak amaciyla bilingli ve
stratejik bicimde olusturulmaktadir. Bu temeller {izerine insa edilen Martinez Sierra (2022)’nin bes
asamal1 yontemi agagida ele anlatilmaktadir.

Dilsel unsurlarin belirlenmesi: Martinez Sierra’nin (2022) yaklagiminin ilk agamasi,
konusma dilinde yer alan dilsel degiskenlerin tespit edilmesidir. Karakterlerin konusmalar1 sosyal
siif, yas, meslek, kiiltiirel aidiyet ve ge¢misleri hakkinda bilgi veren sosyolektal, diatopik ya da
diafazik unsurlar icerebilmektedir. Bu dogrultuda diyaloglarda yer alan argo, jargon, hitap bigimleri,
deyimler, atasozleri, kiifiirler, halk dili ve nidalar gibi unsurlar analiz edilmistir. Aile
Araswinda filminde dilsel degiskenler sekiz kategori altinda incelenmistir:

1) Hitap bigimleri

2) Argo kullanimi

3) Kesit dil kullanimi

4) Deyimler ve Atasozleri

5) Hakaret ve Kiifiir kullanimi

6) Yabanci kokenli sozciikler ve telaffuz
7) Halk dili

8) Nidalar

Dil dis1 gostergelerin kullanimi: Martinez Sierra (2022)’ya gore ses tonu, vurgu, jestler,
mimikler ve beden dili gibi dil dis1 gostergeler, dilsel degiskenlerin anlamlandirilmasinda ve karakter
kimliginin insasinda onemli rol oynamaktadir. Bu gostergeler sosyal hiyerarsileri, kisilerarasi
iligkileri ve karakterlerin toplumsal konumlarimi goriiniir kilarak dilsel unsurlarin iletisimsel islevini
desteklemektedir. Aile Arasinda filmi bu agidan zengin 6rnekler sunmaktadir. Ornegin Leyla’nin
konusma tarzi, yiiksek enerjisi, abartili jest ve mimikleri ile gosterisli goriiniimii; karakterin sosyal
konumu, kisiligi ve mizahi islevi hakkinda ipuglar1 vermektedir. Benzer sekilde Fikret’in tedirgin
beden dili ve ¢ekingen yiiz ifadeleri ile 6tke anlarinda sergiledigi ani bedensel tepkiler, karakterin
duygusal dalgalanmalarini goriiniir kilmaktadir. Hasmet’in buyurgan ses tonu ve otoriter beden dili
aile igindeki gii¢ iliskilerini yansitirken, Solmaz’in sahne basarist beden dili ve gosterigli giyim tarzi
karakterin baskin ve 6zgiivenli kimligini pekistirmektedir.

Gorsel ve isitsel gostergelerin ceviri amach analizi: Martinez Sierra (2022), gorsel-isitsel
iirinlerde anlamin yalnizca soézel gostergeler aracilifiyla degil, gorsel ve isitsel diizgiilerin
etkilesimiyle insa edildigini vurgulamaktadir. Bu nedenle dilsel degiskenlerin ¢éziimlenmesinde
karakterlerin goriiniisleri, kiyafetleri, beden dilleri, bulunduklar1t mekanlar ve gevreyle kurduklari
iligkiler gibi gorsel gostergelerin yani sira miizik, ses efektleri ve ortam sesleri gibi isitsel
gostergelerin de dikkate alinmasi gerekmektedir. Bu unsurlar, karakterlerin sosyal siniflari, kiiltiirel
aidiyetleri ve toplumsal kimlikleri hakkinda oOnemli bilgiler sunmakta; dilsel degiskenlerin
islevlerinin daha dogru yorumlanmasina katki saglamaktadir.

Filmde Solmaz ve Leyla’nin gosterisili ve abartili kiyafetleri, Hagmet ve ailesinin daha
muhafazakar temsili, gece kuliibii atmosferi, arabesk miizik kullanimi ve karakterlerin iginde
bulunduklar1t mekanlar, filmdeki toplumsal ve kiiltiirel karsitliklar1 goriiniir kilan nemli gorsel-
isitsel gostergeler olarak degerlendirilebilir. Bu baglamda mekénlar da karakterlerin sinifsal
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konumlarini, kiiltiirel kimliklerini ve kisileraras: iliskilerini yapilandiran anlam {iretici unsurlar
arasinda yer almaktadir.

Baglam ve karakter gecmisinin dikkate alinmasi: Martinez Sierra’ya (2022) gore dilsel
degiskenlerin belirlenmesinde baglamsal ¢oziimleme oOnemli bir asamayr olusturmaktadir.
Karakterlerin sosyal ge¢misleri, kisilerarasi iligkileri, anlati igerisindeki konumlar1 ve icinde
bulunduklari iletisim ortamlari, kullandiklar1 dilsel degiskenlerin islevlerini anlamada belirleyici rol
oynamaktadir. Ayni karakterin farkli baglamlarda farkli dil kullanimlar1 sergileyebilmesi, dilsel
degiskenlerin yalnizca bireysel tercihlerle degil, toplumsal ve iletisimsel kosullarla da sekillendigini
gostermektedir.

Filimde karakterlerin kimliklerini gizlemeye calistiklari, farkli sosyal cevrelere uyum
saglamak amaciyla sOylemlerini degistirdikleri veya kisileraras1 gii¢ iliskilerine gore farkli dil
kullanimlara yoneldikleri sahneler bu baglamsal degiskenligin analizinde Onemli veriler
sunmaktadir. Ozellikle Solmaz ve Fikret’in farkli sosyal ortamlarda sdylemlerini doniistiirmeleri,
dilsel degiskenlerin baglamsal niteligini ortaya koyan ornekler arasinda degerlendirilebilir.

Cok modlu biitiinciil ¢6ziimleme: Son olarak bu yontem, dilsel, dil dis1, gorsel ve igitsel
gostergelerin birlikte degerlendirilmesini gerektiren biitiinciil bir yaklasim sunmaktadir. Bu
yaklagim, dilsel degiskenlerin gorsel-isitsel anlati icindeki islevlerini daha kapsamli bigimde
¢coziimlemeyi miimkiin kilmaktadir (Martinez Sierra, 2022).

Bu kuramsal gerceve dogrultusunda ¢alismanin analiz boliimiinde Aile Arasinda filmi ve
Fransizca altyazi gevirisi incelenmistir. Coziimleme siirecinde ¢evirmenin roliine iligkin ek bir
analitik bakis agis1 da benimsenmistir. Bu baglamda ¢evirmenin ¢eviri siirecinde iki rol {istlendigi
varsayilmaktadir. Ilk olarak ¢evirmen, cevirecedi gorsel-isitsel {iriinii yalmzca dilsel bir metin olarak
degil; gorsel, isitsel ve kiiltiirel bilesenleriyle birlikte degerlendiren bir ¢éziimleyici konumundadir.
Bu siirecte, dilsel degiskenlerin, dil dis1 gostergelerin ve baglamsal unsurlarin tespiti ¢eviri
kararlarimi sekillendiren temel unsurlar arasinda yer almaktadir. Ardindan ¢evirmen, ayri ayri
inceledigi bu unsurlar biitlinciil bir ¢ercevede bir araya getirerek karakterlerin sosyal konumlari,
kiiltiirel aidiyetleri ve toplumdilbilimsel 6zelliklerine iliskin kapsamli bir yorum gelistirmektedir.
Elde edilen bu c¢oziimleme, altyazi cevirisinde hangi unsurlarin korunacagi, hangilerinin
nétrlestirilecegi ya da esdeger bir degiskenin olmadigi durumlarda ¢ok modlu ¢dziimlemeden
hareketle ne gibi stratejilere bagvuracagina iliskin kararlarin1 da dogrudan etkilemektedir.

Bu yaklasim dogrultusunda, inceleme boliimiinde 6ncelikle kaynak eser olarak secilen Aile
Arasinda filmi, belirli bir toplumsal gercekligin insasinda rol oynayan dil dig1 unsurlar ger¢evesinde
ele alimmistir. Bu kapsamda yontemin ikinci, tiglincli ve dordiincii agsamalarinda sirastyla dil dist
gostergeler, gorsel-isitsel kodlar, baglam ve karakterler incelenmis; besinci asamada ise bu unsurlar
biitiinciil bir bakis agistyla birlikte degerlendirilmistir. Bu ¢ok katmanl ¢éziimleme sonucunda elde
edilen bulgular dogrultusunda birinci adim kapsaminda dilsel degiskenlerin belirlenmesine
odaklanilmistir. Her gorsel-isitsel iirlinde toplumsal anlam {iretiminde islevsel olan dilsel
degiskenlerin farklilik gosterebilmesi, bu g¢alismanin 6zgiin yonlerinden birini olusturmaktadir. Bu
nedenle c¢alisma, somut bir vaka incelemesi iizerinden, dilsel degiskenlerin tespitinde hangi
kategorilerin ve alt bagliklarin dikkate alinabilecegine iliskin uygulanabilir bir ¢éziimleme ¢ergevesi
sunmay1 amagclamaktadir.

Aile Arasinda Filminde Altyazi Cevirisinde Dilsel Degiskenlerin incelenmesi

Inceleme boliimiinde ilk asamada karakterlerin sosyal kimlikleri, toplumsal konumlar1 ve
kisileraras: iliskileri dogrultusunda karakter ¢oziimlemesi gerceklestirilmektedir. ikinci asamada
olaylarin gectigi fiziksel, toplumsal ve mekéansal baglam incelenmektedir. Ugiincii asamada ise
diyaloglar digindaki isitsel diizgii; tonlama, vurgu, arka plan sesleri, miizik ve diger ses efektleri
agisindan degerlendirilmektedir. Dordiincii asamada bu farkli inceleme katmanlarindan elde edilen
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bulgular biitiinciil bir yaklagimla bir araya getirilerek kapsamli bir ¢éziimleme yapilmakta ve gorsel-
isitsel geviri baglaminda degerlendirilmektedir. Bu ¢ercevede yalnizca diyaloglardan elde edilen
dilsel veriler degil, gorsel ve isitsel gostergeler araciligiyla ortaya ¢ikan toplumsal ve kiiltiirel anlam
katmanlar1 da degerlendirmeye dahil edilmektedir. Ayrica bu asamada, vaka calismasi temelinde
dilsel degiskenligin belirlenmesinde dikkate alinabilecek kategoriler dizgesel bigimde ortaya
konulmaktadir.

Bu dogrultuda Aile Arasinda filmindeki karakterler, sosyal kimlikleri, kisilerarasi iligkileri
ve anlat1 igindeki islevleri cercevesinde degerlendirilmistir. Calismada Solmaz, Fikret, Zeynep,
Miikerrem, Emirhan, Hagmet, Behiye, Leyla ve diger yardimci karakterler bu c¢oziimleme
kapsaminda ele alinmistir. Asagida, bir karakter hakkinda gorsel ve isitsel kanallar araciligiyla elde
edilebilecek sosyal icerikli bilgi kategorilerine iliskin 6rnek bir ¢éziimleme sablonu sunulmaktadir.
Bu sablon, gorsel-isitsel lriinlerde karakterlerin toplumsal ve kiiltiirel konumlarinin nasil
cozlimlenebilecegini gdstermesi agisindan yol gosterici niteliktedir.

Ornegin, ana karakterlerden biri olan Solmaz’1n 6zellikleri asagida verilmektedir:
Tablo 1. Solmaz Karakterinin Ozellikleri

Karakter ad1 Solmaz

Meslegi Pavyonda vokalist

Diger karakterlerle Zeynep’in annesi, Behiye ve Leyla’nin arkadasi, Neco’nun eski sevgilisi,
baglantisi Fikret’in komsusu

Egitim diizeyi Karakterin egitim diizeyi anlati icinde dogrudan belirtilmemektedir. Bununla

birlikte, dilsel inceleme boliimiinde ayrintili olarak gosterilecegi iizere, Solmaz
karakteri genel olarak 6l¢iinlii Tiirk¢eye yakin bir dil kullanmaktadir. Ancak
sozciik segimleri, kesit dil 6zellikleri ve yabanci kdkenli sozciiklerin zaman
zaman hatali ya da baglama uygun olmayan kullanimi, karakterin egitim diizeyi
ve sosyokiiltiirel arka planina iliskin dolayli ¢ikarimlarda bulunmay1 miimkiin
kilmaktadir.

Sosyo ekonomik durumu  Kizinin evliligi i¢in ¢eyiz hazirliklarina 6nem vermesi, aligveriglerini mahalle
pazarmdan yapmasi, ek gelir saglamak amaciyla “ekstra” olarak adlandirdigi ek
islerde caligmasi, fiziksel kosullar1 sinirli ahsap bir evde ve alt sosyoekonomik
kesimleri cagristiran bir mahallede yasamasi ile mesleki konumu birlikte
degerlendirildiginde  karakterin maddi  imkanlarinin  smrlt  oldugu
anlasilmaktadir.

Dil kullanim1 Solmaz karakterinin dil kullanimi, toplumsal ve kiiltiirel konumuna iligkin
onemli ipuglari sunmaktadir. Karakter, yabanci kokenli sozciikleri zaman
zaman baglama uygun olmayan bigimde kullanmakta (6rn. “kendini konsantre
etmiyorsun ), tanimadigi kisilere kars1 dahi resmiyetten uzak ve samimi hitap
bicimlerini tercih etmekte (6rn. “kardes”), argo ve kiiftirli ifadeleri giindelik
iletisimin dogal bir pargas1 olarak kullanmaktadir. Ornegin, uzun yillardir
birlikte oldugu Neco’ya “Harbi kétii miistin lan?” seklinde hitap etmesi ya da
damadma hediye ettigi mayo i¢in “Estagfurullah eviadim, gétiinde
paralansin” ifadesini kullanmasi, karakterin nezaket anlayisinin da kendi
toplumsal dil pratigi i¢inde sekillendigini gdstermektedir. Ayrica 6fke anlarinda
resmi hitap bi¢cimlerinden uzaklasarak birdenbire daha samimi ve dogrudan bir
sOyleme gecmesi (0rn. Fikret ile tanigma sahnesinde oldugu gibi), dil
kullanimmin baglama gore degiskenlik gosterdigini ortaya koymaktadir.
Sozciikleri kisaltarak konusmasi (napiyon, diyom) ve yer yer halk sdylemine ait
deyimsel kullanimlara bagvurmasi da karakterin giindelik, 6l¢tinlii olmayan dis1
ve halk diliyle yakin iligkili bir dil repertuarina sahip oldugunu gostermektedir.

Gorilintli ve davraniglari Karakterin gorsel temsili de toplumsal kimligine iliskin 6nemli ipuglari
sunmaktadir. Solmaz, cogu sahnede abartili, dikkat ¢ekici ve kadmsiligini one
cikaran kiyafetler, makyaj ve sac tercihleriyle dikkat ¢ekmektedir. Bununla
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birlikte, bu gorsel kadinst sunuma karsin beden dili zaman zaman kaba, sert ve
Olciistiz hareketlerle karakterize edilmektedir. Dans sahnelerinde sergiledigi
sert kol ve dirsek hareketleri ile yere gii¢lii bicimde basan beden kullanimi bu
duruma 6rnek gosterilebilir. Ote yandan karakterin gériiniimiiniin baglama gore
degistigi de goriilmektedir. Ornegin kizinin nikdh sahnesinde, giindelik
yasamindaki gosterisli goriinlimiinden farkli olarak daha sade bir kiyafet tercih
etmekte, saglarini toplu kullanmakta ve daha kontrollii bir gorsel sunum
sergilemektedir. Bu degisim, karakterin farkli toplumsal baglamlara uyum
saglama ¢abasinin gorsel diizeydeki bir yansimasi olarak degerlendirilebilir.

Giyimi Karakterin giyim tercihleri de toplumsal kimliginin ve kendini sunma bi¢iminin
onemli bir pargasini olusturmaktadir. Solmaz, ¢ogu sahnede kisa etekler,
dekolteli iistler, viicut hatlarini belirginlestiren parlak ve ¢ok renkli kiyafetler
ile iri aksesuarlar tercih etmektedir. Bu gorsel sunum, karakterin sahne
diinyastyla iligkili gosterisli ve dikkat ¢ekici kimlik ingasini desteklemektedir.
Buna karsilik 6zel alani temsil eden ev i¢i sahnelerde basina yemeni baglamasi
ve basma elbise giymesi, karakterin farkli toplumsal baglamlarda degisen
kimlik sunumuna isaret etmektedir. Bu karsitlik, kamusal ve 6zel alanlarda
sergilenen toplumsal rollerin gorsel diizeyde farklilastigini gostermesi
agisindan anlamlidir.

Ortam ve Baglamlari Karakterin is yeri baglami, Istanbul’un gece hayat1 ve eski kent dokusuyla
6zdeslesen Tarlabast semtinde konumlanmaktadir. Bunun yani sira karakterin
yasadig1 mekén da toplumsal konumuna iligkin 6nemli ipuglari sunmaktadir.
Filmde Solmaz’in eski bir kenar mahallede, fiziksel kosullari sinirli, ahsap ve
bakimsiz bir evde yasadig1 goriilmektedir. Is ve yasam alanina iligkin bu gorsel
gostergeler, karakterin sosyoekonomik konumu ve ait oldugu toplumsal ¢evre
hakkinda anlamli ¢ikarimlarda bulunmay1 miimkiin kilmaktadir.

Yukarida sunulan bulgular ve anlatinin genel akisi birlikte degerlendirildiginde, Solmaz
karakterinin mesleki konumu, yasam tarzi, dil kullanim1 ve davranis kaliplar1 araciligiyla belirli bir
toplumsal kesimi temsil edecek bicimde kurgulandigi anlasilmaktadir. Karakter hem kamusal hem
de 6zel alanda goriiniir olmaya ve kendine toplumsal bir alan agmaya ¢alisan bir kadin figiirii olarak
temsil edilmektedir. Pavyonda galismasi nedeniyle, kendi ifadesiyle “hafif kadin” ya da “hayat
kadin1” olarak algilanmaktan rahatsizlik duymakta; bu tiir toplumsal yaftalamalarla karsilastiginda
savunmaci ve sert tepkiler vermektedir. Buna karsilik, gosterisli giyim tarzi ve sahne kimligi,
karakterin toplumsal algi ile 6z kimligi arasindaki gerilimi goriiniir kilan bir karsithk
olusturmaktadir.

Yirmi bir yildir evlilik dis1 ve sorunlu bir iliski siirdiirmesi, ayrica filmin agilis sahnesinde
seslendirdigi sarkinin ima ettigi anlatisal ¢erceve birlikte degerlendirildiginde, karakterin toplumsal
olarak mesru kabul edilen “evli, mutlu, ¢ocuklu” yasam idealine 6zlem duydugu anlagilmaktadir. Bu
baglamda karakter, geleneksel ve ataerkil toplumsal yapida kabul gérmenin aile kurumu iizerinden
mesrulastirildig bir toplumsal diizen i¢inde gosterilmektedir. Anlati boyunca aile, namus ve kadinlik
rollerine iligkin sdylemlerin dne ¢ikarilmasi da kadin kimliginin bu toplumsal baglamda sayginlik,
aile kurumu ve toplumsal cinsiyet normlarn tizerinden tanimlandigim gostermektedir. Bu yoniiyle
Solmaz, yalnizca bireysel bir anlat1 karakteri degil; ayn1 zamanda belirli toplumsal cinsiyet ve sinifsal
kodlarin tasiyicisi olarak islev gormektedir.

Bir gorsel-isitsel tirtindeki dilsel degiskenlerin ¢oziimlenmesinde, yalnizca karakterlerin dil
kullanimlart degil; icinde bulunduklar1 mekanlar, sosyal ¢evreler ve bu baglamlarda sergiledikleri
davranis kaliplar1 da dikkate alinmalidir.
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Tablo 2. Ortamlar

istanbul

Yasam mekanlari

Solmaz, kizi Zeynep, Fikret, Behiye ve Leyla’nin
yasadigi miistakil ev, filmde bakimsiz, eski ve
fiziksel kosullar1 sinirli bir yagsam alani olarak
sunulmaktadir. Evin mimari ozellikleri, i¢ mekan
diizeni ve bulundugu cevre birlikte
degerlendirildiginde, karakterlerin orta-alt
sosyoekonomik bir mahallede yasadigi yoniinde
cikarimlarda bulunmak miimkiindiir

Is mekanlar

Karakterlerin i yasamima iligkin mekéansal
gostergeler de toplumsal konumlarina dair 6nemli
ipuglar1 sunmaktadir. Solmaz ve Behiye’nin caligtig1
pavyonun  Istanbul’'un  Tarlabasi  semtinde
konumlandirilmasi, mekansal baglam agisindan
anlamlidir. Mekénda kullanilan renkli
1siklandirmalar, neon lambalar, kirmizi suni deri
koltuklar, yogun ve diizensiz akustik yapi gibi
unsurlar, s6z konusu eglence mekaninin gosterisli
ancak diisik ekonomik sermayeyi g¢agristiran bir
temsil bigimiyle sunuldugunu disiindiirmektedir.
Buna karsilik Fikret’in ig yeri olan avize diikkani,
kiigiik, sade ve ekonomik agidan sinirli bir isletme
goriinimiindedir. Hemen yaninda yer alan ve daha
biiyiik, daha gdsterisli bir ticari mekan olarak sunulan
Okan’in diikkaniyla karsilastirildiginda, Fikret’in is
yerinin daha az ragbet géren ve daha miitevazi bir
ekonomik konumu temsil ettigi anlagilmaktadir.

Sosyal mekanlar

Karakterlerin sosyallesme alanlar1 olarak sunulan
mekanlar da toplumsal konumlarma ve dolayistyla
toplumsal degiskenlere iliskin Onemli ipuglar
tasimaktadir. Ornegin, Fikret ile Solmaz’m ilk
bulusmalarini gergeklestirdikleri kafe, sokaga agilan,
siradan ve gosteristen uzak bir mekan olarak tasvir
edilmistir. Benzer sekilde Leyla, Behiye ve
Solmaz’in aligveris yaptig1 agik pazar sahnesi, orta
smif giindelik yasam pratiklerini g¢agristiran bir
sosyal cevre sunmaktadir. Fikret ile Solmaz’in
birlikte gittikleri gece kuliibii de dekorasyonu ve
genel atmosferi bakimindan siradan ve miitevazi bir
eglence mekdnm1 olarak kurgulanmistir. Bu tiir
mekansal tercihler, karakterlerin ait olduklari
sosyoekonomik ¢evrelerin ve yasam tarzlarmin
gorsel diizeyde insasina katki saglamaktadir.

Adana

Yasam mekanlari

Hasmet Kurt ve ailesinin yasadigi malikane,
gosterigli ve abartili bir yasam alan1 olarak
sunulmaktadir. Varakli koltuklar, lambri tavanlar,
altin tonlarmin hakim oldugu dekoratif unsurlar ve
stslii mobilyalar, karakterlerin ekonomik giiciini
gorliniir kilan bir gorsel temsil olusturmaktadir.
Bununla birlikte bu dekorasyon anlayisi, yalnizca
maddi refah1 degil, ayn1 zamanda gosterise dayali bir
statil temsilini de ¢agristirmaktadir.
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Is mekanlart Hasmet Kurt’un klasik kebapg¢isinin yani sira, bu
isletme igindeki ofis mekan1 da karakterin toplumsal
konumuna ve temsil ettigi kiiltiirel diizgiilere iliskin
onemli ipuglar1 vermektedir. Duvarda yer alan biiyiik
dekoratif tablolar, parlak ve gosterigli calisma masasi
ile goriisme alaninda siralanmis berjer koltuklar,
ekonomik giicii goriiniir kilmaya ve otoriteyi
mekansal olarak yansitmaya yonelik bir dekorasyon
anlayisimi isaret etmektedir. Bu mekansal kurgu,
karakterin yalnizca ekonomik sermayesini degil, ayn
zamanda gii¢, statii ve erkek egemen otoriteyle
iligkilendirilen bir temsil bi¢imini de
desteklemektedir.

Sosyal mekanlar Adana’da gegen sahnelerde sunulan sosyal mekénlar
da belirli bir toplumsal temsil ingasina hizmet edecek
bigimde farklilagsmaktadir. Solmaz ve ailesinin
agirlandigr bes yildizli oteldeki jenerik siiit oda,
ailenin erkeklerinin misafir edildigi canli miizikli
kebap¢1 ve kadin karakterlerin aligverig icin
gotirildigi abiye magazasi, ekonomik giicii goriiniir
kilmaya yonelik gosterigli mekanlar olarak
kurgulanmigtir. Bununla birlikte bu mekanlarin
dekorasyon anlayisi, daha ¢ok gosteris ve tiiketim
odakli bir anlayis1 cagristirmaktadir. Bu gorsel
tercihler, Adana’da temsil edilen ekonomik gii¢ ve
toplumsal statiiniin belirli kiiltiirel kodlar iizerinden
insa edildigini gdstermektedir.

Bu bulgulardan hareketle, filmde Istanbul’da temsil edilen aile ile Adana’da temsil edilen
aile arasinda sosyoekonomik kosullar ve yasam tarzi bakimindan belirgin farkliliklar bulundugu
gorlilmektedir. Bununla birlikte, giindelik davranis kaliplari, gérgii anlayisi, toplumsal degerler ve
kisilerarasi iliski bi¢imleri agisindan her iki ailede de benzer yapilar dikkat cekmektedir.

Filimde kullanilan miizikler de karakterlerin kimliklerini, toplumsal aidiyetlerini ve
aralarindaki iligkileri goriiniir kilan 6nemli isitsel gostergeler olarak islev gérmektedir. Cok modlu
bir bakis acisiyla degerlendirildiginde miizik, karakterlerin kullandig1 dil, kiyafetleri ve
davranislariyla birlikte anlam {iretimine katkida bulunur. Ozellikle Solmaz ve gevresinin yer aldig
sahnelerde duyulan arabesk ve fantezi miizikler, karakterlerin ait olduklar1 toplumsal ¢evreyi ve
yasam tarzini yansitmaktadir. Solmaz'in Fikret'i evinde agirladigi sahnelerde kullanilan oryantal
miizikler, karakterin eglendirici, disa doniik, teatral yoniinii ve sahne kimligini de 6n plana ¢ikarirken
Fikret'in daha 6l¢iilii ve sakin kisiligi arasindaki karsitligi da vurgulamaktadir. Boylece izleyici,
karakter hakkinda dogrudan ac¢iklama yapilmasa bile miizik araciligiyla belirli toplumsal ve kiiltiirel
cagrisimlara yonlendirilmektedir.

Diger taraftan Adana'daki kina gecesi, kebapg1 ve eglence sahnelerinde kullanilan yerel ve
arabesk ezgiler ise bolgesel kimligin insasina katki saglamaktadir. Bu miizikler, karakterlerin
geleneksel degerlere bagl, aile ve mahalle iliskilerinin giiglii oldugu bir kiiltiirel ¢evreden
geldiklerinin bir gostergesidir.

Pop miizik, filmde belirginlik kazanan bir diger miizik tiiriidiir. Pop sarkilar, karakterlerin
popiiler kiiltiirle iligkili giindelik yasam pratiklerine isaret etmekte, duygularimi, kirginliklarini ifade
etme araci olarak kullanilmaktadir.

Buradan hareketle Aile Arasinda filminde miizikler dilsel degiskenlerin aktardigi anlamlar,
miizik gibi isitsel gostergelerle desteklenmekte ve karakterlerin kimlikleri izleyiciye ¢ok katmanl
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bir bicimde sunulmaktadir. Bu nedenle filmdeki dilsel degiskenlerin ¢oziimlenmesinde miiziklerin
de karakter kimliginin insasina katki saglayan 6nemli bir isitsel diizgli olarak degerlendirilmesi
onemlidir.

Yukarida sunulan inceleme Olgiitleri, yontem boliimiinde ortaya konulan yaklasim
cercevesinde ele alinan temel unsurlar1 yansitmaktadir. Bu unsurlarin ¢éziimlemesi sonucunda elde
edilen bulgular, karakterlerin sosyoekonomik durumlar1 farklilik gosterse de genel olarak geleneksel
orta-alt sinif toplumsal yapilar i¢inde temsil edildiklerine isaret etmektedir.

Bu cercevede, cevirmenin iiriiniinii olusturacag: dilsel diizgiiye, yani diyaloglar ve isitsel
sOyleme odaklanildiginda, karakterlerin dilsel degiskenliklerinin belirli kategoriler altinda dizgesel
bicimde ¢ézlimlendigi goriilmektedir.

Bu boéliimde filmdeki dilsel degiskenler makalenin girig bdliimiinde belirtildigi lizere sekiz
ayri kategori altinda siniflandirilarak segili 6rnekler, Fransizca altyazi gevirileri ve geri gevirileriyle
birlikte incelenmistir. Coziimleme kapsaminda, mevcut altyazilarda dilsel degigkenlerin aktarimina
iligkin olas1 ceviri Onerileri gelistirilmis ve tartigilmistir. Her kategoriden ikiser drnek segilerek
¢Oziimleme yapilmigtir.

1) Hitaplar

Tablo 3. Hitap Bicimi: Abla
Sahne ve baglam Solmaz sahnede sarki sdylerken sahne 1siklarinin
miizisyenlerin lizerine yonelmesiyle sevgilisi Neco’nun
orada olmadigini fark eder ve onlara Neco’nun nereye
gittigini sorar.

Replik Solmaz abla Neco nars gitti.
Ceviri Solmaz, Neco est parti.
Geri Ceviri Solmaz, Neco gitti.

Oneri Ma grande Neco s’est tiré
Geri Ceviri Abla Neco kirisi kirdi

Tiirkcede hitap siirecinde yas, cinsiyet, sosyal sinif, baglam gibi secimlerimizi etkileyen pek
¢ok farkli unsur bulunmaktadir. Aile arasinda filminde karakterlerin “abla”, “kiz”, “oglum”,
“bacanak”, “kardes” gibi aralarinda akrabalik olmadig1 halde kullanilan sdzde akrabalik terimlerinin
siklikla kullanildig1 goriilmektedir. Bu terimler, karakterler arasindaki yakinlik, giic ve dayanismayi
ifade eden onemli diastratik degiskenlerdir. Ozellikle Solmaz ve cevresindeki karakterlerin
kullandig1 bu tiir argo ve yari-argo ifadeler, alt-orta sinifa 6zgii bir konugma tarzini gériiniir kilmakta
ve karakterlerin kimlik insasinda belirleyici bir islev iistlenmektedir.

Bu ornekte, miizisyenlerin Solmaz karakterine duyduklar1 samimiyetin belirtisi ve ayni
zamanda Solmaz’in yasinin da bir gostergesi olan ‘abla’ ifadesinin metinde yer almamasi bu arka
planin ve sosyal statiiniin kaybolmasina neden olmaktadir. “La grande” sokak jargonunda veya
samimi is ortamlarinda ortamin en kidemli, "agir ablas1" olan kadindan bahsedilirken otorite ve saygi
ifadesi olarak kullanilir (Isosavi, 2010, s. 368). Burada miizisyenlerle Solmaz’in arasindaki
samimiyet géz oniinde bulunduruldugunda “ma soeur” ya da verlan olarak sokak dilinde kullanilan
“ma reus” hitap sekli de kullanilabilirdi. Dilsel degiskenin ¢eviride kullanilmamasi1 diyastratik
degiskenligin silinmesine neden olmaktadir.

Tablo 4. Hitap Bigimi: Oglum/Bacanak
Sahne ve baglam Fikret ile bacanagi Okan’in Cin mali avizeler sattiklar
ziiccaciye diikkanina bir kadin miisteri gelir ve {iriinlerin
Cin mal1 olup olmadigini sorar. Fikret’in tiim {irtinlerin Cin
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mal1 oldugunu ve bu nedenle ucuz olduklarini belirtmesi
iizerine miisteri diikkkdndan ayrilir. Bu durum karsisinda
Okan, Fikret’e neden fiiriinleri Italyan mali olarak
tanitmadigini ve daha “tiiccar gibi” davranmasi gerektigini
sOyleyerek tepki gosterir. Fikret ise Okan’in kendisini
yillardir tanidigini ve bu sekilde davranamayacagini ifade

eder.
Replik Fikret: Oglum sen beni yillardir tanimiyon mu bacanak!
Ceviri Tu me connais depuis des années. Allons.
Geri ¢eviri Beni yillardir taniyorsun, hadi ama.
Oneri H¢ Frérot tu me connais depuis des années!
Geri ¢eviri Yahu kardesim sen beni yillardir taniyorsun!

Oglum ve bacanak sozciiklerinin bir arada kullanimi1 bir nida ifadesi de icermektedir. Hem
akrabalik-hisimlik hem de samimiyet ifade eden ve erkelerin kendi aralarinda kullandiklari argo bir
sozciikk olan frérot sodzciigiine ek olarak hé gibi bir seslenme iinlemi “oglum” hitap seklini
karsilamaktadir. Bu 6rnekte de altyazida “oglum” ve “bacanak” sozciiklerinin silindigi, 6l¢tinlii bir
dil kullanildig1 goriilmektedir. Dolaysiyla diyastratik ve diyafazik degiskenlerin kayboldugu, Fiko
ile Okan’1n arasindaki akrabalik ve samimiyet de yansiltilmamaktadir.

2) Argo Kullamimi

Tablo 5. Argo Kullanimi: Ciar
Sahne ve baglam Solmaz sahnede sarki sOylerken sahne 1siklarinin
miizisyenlerin iizerine ydnelmesiyle birlikte Neco’nun
orkestrada olmadigini fark eder. Bunun iizerine
Neco’nun yakin arkadaslari olan miizisyenlere onun
nereye gittigini sorar; miizisyenler ise Neco’nun bir
citirla cekip gittigini sdylerler.

Replik Gitarist: 25°1ik bir ¢itir1 varmis? Senin haberin yok mu?

Ceviri 11 a une copine de 25 ans ! Tu savais pas ?

Geri geviri 25 yasinda bir kiz arkadasi varmig! Haberin yok
muydu?

Oneri 11 s’est fait une poulette de 25 ans tu savais pas ?

Geri Ceviri Kendine 25°lik ¢itir yapmig? Bilmiyor muydun?

Bu ornekte, Fransizca “copine” “kiz arkadas” anlamina gelir ve argo bir sozciik degildir.
Buna karsilik Tiirkgede argo bir ifade olan “citir” i¢in Fransizca “poulette” karsiligi Onerilebilir.
Nitekim argo sozliiklerde gen¢ kadin ya da kiz anlaminda, daha samimi ve yer yer hafif argo bir
kullanim olarak yer almaktadir. Tiirkgede argo bir kullanim olan “¢itir” sdzciliglinlin Fransizca copine
olarak cevrilmesi, kaynak metindeki dilsel degiskenin hedef dilde esit bir dilsel degiskenle
karsilanmadigini nétrlestirildigini ve dl¢iinlii bir dil kullanildigin1 géstermektedir. Bu da karakterler
arasindaki yakinligi ve ait olduklar1 sosyal smifi yansitmamaktadir. Bu sahnede gitaristin “25°1lik bir
citir1 varmis?” seklindeki ifadesi, Tiirkgede argo ve gilindelik sdyleme 6zgii bir diastratik degisken
O0rnegi sunmaktadir. “Citir” soézciigii, yalmizca “gen¢ kadin” anlami tasgimakla kalmayip, aym
zamanda konusmacilar arasindaki samimiyet diizeyini ve sosyal baglami da yansitan bir dilsel islev
iistlenmektedir.

Fransizca altyazida bu ifadenin “Il a une copine de 25 ans!” seklinde ¢evrilmesi, s6z konusu
diastratik isaretin notralize edilmesine yol agmaktadir. Nitekim “copine” sozciigii ol¢iinlii dilde yer
alan, argo veya gilindelik ton tasimayan nétr bir kullanim sunmaktadir. Bu durum, kaynak metindeki
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sOylemsel oOzelliklerin erek metinde yeniden iiretilememesine neden olmakta ve karakterler
arasindaki sosyal yakinligin dilsel diizlemde zayiflamasina yol agmaktadir.

Bu baglamda, Diaz Cintas ve Remael tarafindan vurgulanan altyazi ¢evirisi kisitlar1 (zaman,
mekan ve okunabilirlik) g6z oOniinde bulunduruldugunda, ¢evirmenin Ol¢ilinlii dile yonelmesi
anlasilabilir bir strateji olarak degerlendirilebilir. Ancak bu tercih, ayni zamanda dilsel degiskenlerin
dizgesel olarak oOl¢iinlestirilmesine ve sosyolekt farkliliklarinin silinmesine neden olmaktadir.

Bu noktada, “Il s’est fait une poulette de 25 ans” gibi daha gilindelik ve argo bir ifade kaynak
metindeki diastratik degeri daha iyi yansitarak sdylemin pragmatik etkisini koruyabilir. Bu tiir bir
tercih, altyazi ¢evirisinin yalnizca anlam aktarimiyla sinirli olmadigini, ayn1 zamanda karakter insasi
ve toplumdilbilimsel temsil agisindan da belirleyici bir rol oynadigini ortaya koymaktadir.

Tablo 6. Argo Kullanimi: Enayi Diimbelegi

Sahne ve baglam Solmaz, Neco’nun geng bir sevgilisi oldugunu ve onu
terk ettigini 6grenir 6grenmez pavyondaki programini
aniden sonlandirarak 6fkeyle eve doner. Eve girdiginde
Neco’yu  koltukta, iizerinde battaniyeyle yatar
pozisyonda bulur ve saskinlikla miizisyen arkadaslarinin
sOylediklerini kendisine aktarir. Neco ise hasta numarasi
yaparak Oksiiriir; arkadaslarinin  Solmaz’dan yana
oldugunu 6ne siiriip, sdylenenlere neden bu kadar ¢abuk
inandigini sorarak inkar eder.

Replik Neco: Tutuyo onlar seni tutuyo! Enayi diimbeleyi misin
sen!

Ceviri Ils sont de ton c6té. Pourquoi es-tu si crédule ?

Geri geviri Onlar senin tarafindalar. Neden bu kadar safsin?

Oneri Ils sont de ton c6té! Oh mais quelle crétine !

Geri geviri Onlar seni tutuyor! Saf misin?

Tiirkcede “enayi diimbelegi” ifadesi, sokak diline ait, samimi fakat asagilayici ve belirgin
bigimde argo nitelik tagiyan bir kullanimdir. Buna karsilik Fransizcada “crédule” sézctigii “saf, kolay
kanan” anlamlarim karsilamakla birlikte, argo ya da kaba bir kullanim 6zelligi gostermez; dil
diizeyine aittir. Bu baglamda, kaynak metindeki kesit dil ile erek metinde tercih edilen kesit dil
esdeger degildir. Bu durum, kaynak metinde karakterin sosyal sinifini, egitim diizeyini ve o anki
duygusal durumunu yansitan dilsel degiskenlerin hedef dilde siliklesmesine, hatta tamamen
goriinmez hale gelmesine yol agmaktadir. Oysa “aptal, gerzek, budala” gibi asagilayici anlamlar
tagiyan “crétin” sozciigii kesit dil agisindan diafazik bir esdegerlilik saglamaktadir.

3) Kesit Dil Kullanim

Tablo 7. Kesit Dil Kullamimi Ornek 1
Sahne ve baglam Solmaz Neco’nun geri déonmemesi {izerine, kendisiyle
tanigmak isteyen adamla bulugmak i¢in Taksim’de bir
kafeye gider. Behiye Solmaz’a adamin gozliikli ve efendi
goriiniimlii oldugunu soyler. Bu arada Fikret kendisine
bosanma davasi agan esinin avukatiyla gdriismek {izere
tesadiif eseri ayni1 kafede oturmaktadir. Bu sirada Solmaz
gelir ve Fikret’i goriir gormez merhabalagtiktan sonra
karsisina oturur. Nitekim Fikret Behiye’nin tarif ettigi
adamin tipine ¢ok uymaktadir. Fikret ise Solmaz’i
bosanma avukati sanarak konusmaya baslar. Once
birbirlerine “siz” diye hitap ederler. Ancak, Fikret avukat
sandig1 Solmaz’a licretini sorunca Solmaz sinirlenerek

Turkish Studies — Language and Literature, 21(3)



The Transfert of Linguistic Variation in Interlingual Subtitling 5765

Fikret’e bagirarak kiifretmeye baglar ve hitap seklini “sen”
olarak degistirir.

Replik Ben gercekten bilmiyorum c¢ok o6ziir dilerim. Acaba
diyorum saatine mi aliyorsunuz randevu basina m1?
Solmaz: Ne diyon lan sen? Sen beni ne zannediyon?

Ceviri Solmaz replik: De quoi vous parlez ? Pour qui vous me
prenez ?

Geri geviri Siz neden bahsediyorsunuz? Beni ne saniyorsunuz?

Oneri Mais que racontes-tu ? Tu me prends pour qui, toi ?

Geri geviri Ne sagmaliyon sen? Sen beni ne saniyon ha!

Bu 6rnekte “sen” kullaniminin Fransizcada “vous” (siz) zamiriyle karsilanmasi, diafazik ve
diastratik degiskenlerin notralize edilmesi olarak degerlendirilebilir. Toplumdilbilim agisindan
bakildiginda, hitap bigimleri dilbilgisel unsurlar olmalarinin yani sira gii¢ iliskilerini, sosyal mesafeyi
ve duygusal durumu kodlayan gostergelerdir. Dolayisiyla “vous” (siz) tercihinin korunmasi,
sahnedeki gerilimi azaltmakta ve Solmaz’in 6fkesini goriinmez kilmaktadir. Buna karsilik “tu”
kullanimint igeren “Mais que racontes-tu? Tu me prends pour qui, toi ?” gibi bir 6neri, Solmaz’in
sosyal statiisii hakkinda bilgi vermekte, duygusal durumunu (6fkesini) de yansitirken sdylemin
saldirgan tonunu hedef dilde yeniden iiretmektedir. Dolayisiyla dilsel degiskenlik ceviride
kaybolmaktadir. Diger taraftan Solmaz’in yiiz ifadesi, beden dili 6fkesinin dil dis1 gostergesidir.

Tablo 8. Kesit Dil Kullanmimi Ornek 2

Sahne ve baglam Karsilikli yanlis anlamanin yol agtig1 gerilim, Solmaz’mn
kafede Fikret’in basina gantayla vurmasiyla fiziksel bir
boyut kazanir. Fikret’in basi kanaymca panikleyen
Solmaz, onu hemen bir eczaneye gotiiriir. Burada
Fikret’in Solmaz’i avukat sandigini sdylemesi yanlis
anlasilmay1 ortaya cikarir ve gerginlik azalir. Solmaz
hastaneye gitmeyi Onerse de Fikret bunu reddeder.
Ayrilmak iizereyken Solmaz “ge¢mis olsun” der; Fikret
ise nereye gidecegini sorarak iletigimi siirdiirmek ister.

Replik Solmaz: Sen simdi ne yapcan nereye gitcen?
Ceviri Q’allez-vous faire ? Ou irez-vous ?

Geri ceviri Ne yapacaksiniz? Nereye gideceksiniz?
Oneri Tu vas faire quoi, alors ? Tu vas ou donc ?
Geri ceviri Ne yapcaksin? Nereye gideceksin o halde?

EEINA3

Tirkcedeki “yapcan,” “gitcen” gibi 6l¢iinlii dis1 kullanimlar sozlii dile 6zgii diyafazik ve
diastratik degiskenligin belirgin gostergeleridir. Bu tiir degiskenler karakterin sosyal konumunu,
iletisim baglamimi yansitan ve karakterizasyonu destekleyen dilsel degiskelerdir. Erek dilde bu
degiskelerin her zaman esdegerleri olmayabilir. Ancak Fransizcada bu degiske uygun kesit dil
kullanimiyla aktarilabilir. Ornegin “Ne yapcan?” ifadesinin Fransizca samimi bir kullanim olan Tu
fais quoi?” olarak g¢evrilmesi hem samimiyet diizeyini hem de sozlii dil dogalligim1 koruyarak
diafazik degiskenligi hedef dilde yeniden iiretir. Altyazida kullanilan 6l¢iinlii dil karakterin sosyal ve
duygusal yanini ortadan kaldirmaktadir.

4) Atasozii ve Deyim Kullanimi

Tablo 9. Atasozii Kullamimi: Yemeyenin Malim Yerler
Sahne ve baglam Solmaz, Behiye ve Leyld bahgede otururken Neco
hakkinda konusmaktadir. Solmaz, Neco’nun bu kez geri
donmeyecegini dile getirirken, Leyla onun bagka biriyle
nisanlandigin1 sdyler. Bunun iizerine Solmaz, yaklasik
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yirmi bir yildir Neco ile birlikte oldugunu, bu iliskiden
artikk yoruldugunu ve kendisinin de yeni bir iliskiye
baglayabilecegini ifade eder. Bunun iizerine Leyla,
Solmaz’mm bdyle bir adim atmasmmin Neco’yu
kiskandirabilecegini 6ne siirer.

Replik Leyla: Ne derler yemiyenin malini yerler derler.

Ceviri Comme on dit: Si elle te plait, offre lui une bague.

Geri ¢eviri Ne derler: Eger ondan hoslaniyorsan ona bir yiiziik ver.
Oneri Comme on dit: Qui tarde perd sa place,

Geri ¢eviri Geg kalan yerini kaybeder.

Leyla’nin kullandig1 “Yemeyenin malim yerler” ifadesi, kolektif kiiltiirel bellege dayanan
anonim bir halk sdylemine génderme yapan bir deyimdir. Bu yoniiyle, halk dili ve giindelik sdylem
ozellikleri tagimasi bakimindan diastratik degiskenliktir. Ayrica Leyla’nin samimi, yonlendirici ve
mahalle dili 6zellikleri tagiyan konugma iislubu, karakterler arasindaki yakin iligkiyi ve iletisim
baglamini1 yansittigindan diafazik degiskenlik kapsaminda da degerlendirilebilir. Buna karsin
Fransizca altyazida bu ifade “Si elle te plait, offre-lui une bague” (Eger ondan hoslantyorsan ona bir
yliziik ver) seklinde gevrilerek kaynak metindeki ortak ve kiiltiirel sdylem, bireysel ve dogrudan bir
tavsiyeye doniistiriilmiistiir. Bu ¢eviri tercihi, deyimin icerdigi kiiltiirel ¢agrisimlari ve halk
sOylemine 6zgili yapiy1 ortadan kaldirarak kaynak metindeki diastratik degiskenlik gostergelerini
biiyiik dlciide silmektedir. Bu baglamda, Fransizca altyazida anlamsal ve islevsel agidan egdeger bir
deyim kullanilarak kiiltiirel uyarlamaya gidilmesi daha uygun bir strateji olarak onerilmektedir. Bu
dogrultuda 6nerilen " Qui tarde perd sa place” (Geg kalan yerini kaybeder) ifadesi kaynak metindeki
uyar1 ve yonlendirme islevini kisa ve atasdzii niteligi tagiyan bir sdyleyisle yeniden iiretmektedir. Bu
atasozli Tiirkgce’de “sona kalan dona kalir” atasodziiyle karsilanabilir. Diger taraftan, altyazida
karakter sayisinin azaltilmasi, erek izleyicinin okuma siirecini kolaylastiracaktir.

Tablo 10. Deyim Kullanimi: Palavra Stkmak

Sahne ve baglam Zeynep, Emirhan’in arabasindan ofkeyle inerek bir
taksiyle eve doner. Eve geldiginde Solmaz, Fikret,
Behiye ve Leyla’nin balkonda raki sofrasi etrafinda
sohbet etmektedir. Zeynep herhangi bir agiklama
yapmadan 6fkeli bir sekilde odasina giderken bu durumu
fark eden Solmaz, merakla Zeynep’e ne oldugunu sorar.
Zeynep, Emirhan ile ayrildiklarini agiklar. Bunun
tizerine Solmaz, Emirhan’dan gergegi gizlemesinin ve
ona yalan sdylemesinin dogru olmadigini dile getirir.

Replik Ama simdi ¢ocuga o kadar palavra sikmayaydin iyiydi!
Ceviri Tu n’aurais pas di lui mentir autant !

Geri Ceviri Ona o kadar yalan sdylememeliydin!

Oneri Tu n’aurais pas di lui raconter des salades !

Geri Ceviri Ona o kadar atip tutmamaliydin!

Solmaz’in “Ama simdi ¢ocuga o kadar palavra stkmayaydin iyiydi!” repligi, konusma diline
0zgl argo ve halk dili unsurlar1 igermesi bakimindan diastratik degiskenlik 6rnegi sunmaktadir.
Ozellikle “palavra sikmak” ifadesi giindelik ve samimi konusma diline ait, hafif elestirel ve alayci
bir ton tasiyan argo bir kullanimdir. Benzer sekilde “sikmayaydm” yapist da 6l¢linlii olmayan ve
sozlii dile 6zgii bir kullanimdir. Bunun yam sira, Solmaz’in Zeynep ile arasindaki yaki iligkiyi
yansitan dogrudan, samimi ve yargilayict konusma {islubu, iletisim baglamina bagli olarak diafazik
degiskenlik de gostermektedir. Fransizca altyazida bu ifade “Tu n’aurais pas di lui mentir
autant” “Ona bu kadar ¢ok yalan sdylememeliydin” seklinde c¢evrilmistir. Bu geviri, kaynak
metindeki temel anlami korumakla birlikte, “palavra sikmak” ifadesinin tasidigi argo, hafif mizahi
ve konusma dili tonunu biiyiik dl¢iide notrlestirmektedir. Fransizca “mentir” fiili anlamsal olarak
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dogru bir karsilik sunsa da 6l¢iinlii ve notr bir kullanim oldugundan, karakterin kullandig1 sozlii ve
halk diline 6zgii dilsel degiskeni aktarmamaktadir. Ayrica “sikmayaydin” yapisinin konusma diline
Ozgii iislup 6zelligi de erek metinde kaybolmaktadir. Bununla birlikte Fransizcada argo ve konusma
diline 6zgili Ol¢iinli dil dist bir kullanim olan “raconter des salades” ifadesi, kaynak metindeki
diastratik ve diafazik degiskeni erek metinde esdeger bir degiskenle karsilayabilmektedir.

5) Hakaret ve Kiifiirler
Tablo 11. Hakaret Kullanimi: Domuzun Dolii

Sahne ve baglam

Emirhan dedesinin 6liimiinden sonra evlilik tarihinin 40
gilin sonraya ertelenecegi endisesine kapilarak babasina
evlilik i¢in 40 giin beklemeye gerek olmadigini sdyler.
Ancak agabeyi ve Hagmet buna ¢ok sinirlenir. Hagsmet
Ofkelenerek oturdugu yerden kalkar ve Emirhan’a

sOylenir.
Replik Ulan domuzun dolii deden 61dii deden!
Ceviri Ton grand pére est mort, idiot !
Geri Ceviri Biiyiikbaban 6ldii salak!
Oneri Ton grand pére est mort, espéce de con !
Geri Ceviri Deden 6ldii aptal herif!

Hagmet’in “Ulan domuzun dolii, deden o6ldii deden!” repliginde, “ulan” hitabiyla pekistirilen
“domuzun doli” hakareti; ol¢iinlii dilden uzak, kaba ve giindelik s6yleme 6zgii niteligiyle diastratik
degiskenligin bir ornegini olusturmaktadir. Bu ifade, yalnizca hakaret islevi tasimamakta; ayni
zamanda karakterin 6fkesini, iletisim bi¢imini ve halk diline 6zgii argo kullanimini belirginlestiren
giiclii bir sdylem unsuru olarak 6ne ¢ikmaktadir. Bunun yani sira, sahnenin baglami diisiiniildiigiinde,
aile biiyligiiniin 6liimii tizerine gerceklesen gerilimli bir tartisma sirasinda kullanilan bu ifade, yiliksek
duygusal yogunluk, 6fke ve sarsintiy1 yansittigindan diafazik degiskenlik de tasimaktadir. Fransizca
altyazida bu ifade “Ton grand-pére est mort, idiot ! gseklinde ¢gevrilmistir. Bu ¢eviri, temel anlamsal
icerigi korumakla birlikte, kaynak metindeki hakaretin tasidig1 kaba, saldirgan ve yogun duygusal
tonu yumusatmaktadir. Oneri olarak sununlan “espéce de con” ifadesi hem kaynak replikteki hakaret
islevini hem de ofkeyle dile getirilmis kiifrii daha iyi yansitan bir degiskendir; boylece
metindeki diastratik degiskenlik korunurken sahnedeki 6fke ve gerilim diizeyi de daha etkili bicimde
yeniden tretilmektedir.
Tablo 12. Kiifiir Kullanimi: Gét I¢i Gibi

Sahne ve baglam

Hasmet ve ailesi Istanbul’a Solmazlarm evine kiz
istemeye gelirler. Solmaz ii¢ katli ahsap eski bir evde
oturmaktadir. Hasmet igeri girer girmez binanin
dokiildiigiini ve yikip yeniden yapmak gerektigini soyler.
Solmaz g¢ocukluktan beri miistakil bir koskte oturmaya
¢ok aligtiklarini, apartman dairesinin onlara gok kiigiik
gelecegini soyler.

Replik

Oyledir de biz ¢ocuklugumuzdan beri miistakil koskte
oturdugumuzdan apartman dairesi de ne bileyim boyle got
ici gibi!

Ceviri

Oui mais puisqu’on vit dans une grande maison depuis
I’enfance, un appartement serait petit.

Geri Ceviri

Ama biz ¢ocuklugumuzdan beri biiylik bir evde
yasadigimiz i¢in apartman dairesi bize kiigiik gelir.

Oneri

On a toujours vécu en pavillon. Un appart, ¢’est un trou a
rats.

Geri Ceviri

Biz hep miistakil evde yasadik. Apartman dairesi tam bir
fare deligi.
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“Got ici gibi” ifadesi, argo konugsma diline ait bir kiifiir olarak diastratik degiskenlige
ornektir. Bu ifade yalnizca fiziksel darlig1 betimlemekle kalmamakta; ayni zamanda Solmaz’in
abartili, dogrudan ve filtresiz konusma tarzini da yansitarak karakterizasyon islevi listlenmektedir.
Benzer sekilde “ne bileyim” ifadesi de sozlii dile 6zgii bir sdylem 6zelligi tasiyarak konusma dilinin
dogalligini desteklemektedir. Bunun yani sira, s6z konusu repligin resmi olmasi beklenen kiz isteme
ziyaretinde kullanilmasi giilmece unsuru ve gerilimi yaratmaktadir. Solmaz’in sosyal olarak daha
0Olciilii ve mesafeli olmasi beklenen bu ortamda kaba ve samimi bir ifade kullanmasi, baglama aykiri,
ancak karaktere 6zgii bir sOylem tarzi yaratarak diafazik degiskenlik agisindan da anlamlidir. Replik
ayni zamanda karakterin sinifsal aidiyetini de yansitmaktadir.

Fransizca altyazida bu ifade “Oui mais puisqu’on vit dans une grande maison depuis
I’enfance, un appartement serait petit.” seklinde c¢evrilmistir. Bu ¢eviride anlamsal esdegerlilik
“petit” (kiiciik) sifatinin kullanimiyla verilmistir. Ancak kaynak replikteki “got i¢i gibi” ifadesinin
tasidigr kaba, argo ve mizahi ton tamamen silinmis, dolayisiyla diastratik degiskenlik
nétrlestirerek daha 6lgiinlii bir dil kullanilmistir. Diger taraftan bu tercih, karakterin konusma tarziyla
kurulan mizahi ve sosyokiiltiirel karakterizasyonu zayiflatmaktadir. Bununla birlikte 6nerilen “trou
a rats” (fare deligi) ifadesi kaynak replikteki kiiclimseyici, argo ve halk diline 6zgii degiskene tam
olarak esdeger olmasa da yakin bir kullanimdir. Bu 6neri, karakterin diastratik 6zelliklerini daha
goriiniir kilmaktadir.

6) Yabanci Kokenli Sozciikler ve Telaffuz

Tablo 13. Yabanci Kokenli Sozciikler ve Telaffuz: Comples

Sahne ve baglam Adana’da diizenlenen kina gecesi sirasinda kadinlar evde,
erkekler ise disarida raki icip kebap yiyerek kendi
aralarinda eglenmektedir. Hasmet kebap hazirlarken,
Kahraman ile yillardir aralarinda husumet bulunan
Selahattin Aladag hakkinda konusurlar. Bu konusma
sirasinda Hagmet, Selahattin’in kendisini kiskandigini ve
sonradan zengin oldugunu dile getirir.

Replik Komples mi yapiyor ne oluyor?
Ceviri Je crois qu’il a un complexe
Geri Ceviri Sanirim onun bir komplexi var
Oneri 11 fait un complexe ou quoi ?
Geri Ceviri Komplex mi yapiyor nedir?

Hasmet’in “Komples mi yapiyor?” ifadesi, 6l¢iinlii dildeki 'kompleks' sdzciigiiniin sesletim
ve bigim diizeyinde deformasyona ugratilmis halidir. Bu kullanim; karakterin egitim diizeyi, sosyal
aidiyeti ve sozli kiiltlir pratikleri hakkinda bilgi veren diastratik degiskenlik 6rnegidir. Altyaz1
cevirisinde “Je crois qu’il a un complexe”, sOzcesiyle anlamsal igerik Ol¢linlii bir dille
aktarilmaktadir. Bununla birlikte Hagmet’in sdzctigii hatali kullanimi onun karakteri ve egitim diizeyi
hakkinda bilgi veren bir degiskedir. Altyazi kuraminda “standardizasyon” (6l¢iinlii kullanim)
sosyolektlerin ve karakter dzgiinliiklerinin kaybolmasina neden olan yaygm bir ¢eviri sapmasidir.
Onerilen “II fait un complexe ou quoi?” ifadesinde bozuk dil kullanimi1 yansitilamamaktadir ancak
hem karakterin sorgulayici tonu hem de konusma diline 6zgii yap1 esdeger bir diastratik degiskenlikle
verilmektedir.
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Tablo 14. Yabanci Kékenli Sozciikler ve Telaffuz: Orkestrasyon

Sahne ve baglam Adana’da Hagmetlerin evinde diizenlenen kina gecesinde
bir solist tiirkii sdylemekte, kadinlar ise dans ederek
eglenmektedir. Solmaz, solistin pargayr yanlis tonda
seslendirdigini fark eder; sesini duyuramayinca sahneye
giderek mikrofonu eline alir ve sarkiy1 kendi gece kuliibii
performansina 6zgii bir lislupla yorumlamaya baglar. Bu
beklenmedik miidahale ortamda saskinlik yaratirken,
6zellikle Mihriban ve arkadaslar1 memnuniyetsizliklerini
jest ve mimikleri araciligiyla agikca ortaya koyar. Solmaz,
performansini tamamladiktan sonra Behiye’nin yanina
donerek yalnizca bu sarkiyr bildigini sdyleyip durumu
yumusatmaya calisir.

Replik Iyi orkestrasyonunuz var ama evinizin akustigine de
masgallah demek lazim.

Ceviri Vous avez un bon orchestre. Je ne peux qu’encenser
I’acoustique de la maison.

Geri Ceviri Iyi bir orkestramiz var. Yalnizca evin akustigini
ovebilirim.”

Oneri Bel orchestre et 1'acoustique est top dis donc!

Geri Ceviri Iyi orkestra, akustik milkemmel yani!

Solmaz Olgiinlii dilde kullanilan ‘orkestra’ sozciigiinii bigim ve sesletim diizeyinde
deformasyona ugratarak ‘orkestrasyon’ seklinde telafuz eder. Bu kullanim Solmaz karakterinin
sahne ve miizik diinyasina asinaligin1 gostermeye calisirken ayni zamanda egitimi, kendini kanitlama
istegi ve sosyal statiisii hakkinda da bilgi veren diastratik bir degiskenliktir. Ayrica kina gecesi gibi
samimi ve s0zlii bir baglamda sdylenmesi nedeniyle diafazik bir nitelik de tasimaktadir. Ceviride bu
sozciik Olgiinlii bir dille aktarilmistir. “Vous avez un bon orchestre ” repligi ile bu degiske silinmis
karakterin bireydil kullanim &zelligine ait gosterge kaybolmustur. Dolayisiyla kaynak replikteki
diastratik ve diafazik degiskenler dl¢iinlii hale gelmektedir. Onerilen altyazi cevirisinde konusma
diline 6zgili yapilar (dis donc!) eklenerek diafazik degiskenlik degiskenlik aktarilmistir. Diger
taraftan altyazida karakter sayisinin azaltilmasi, erek izleyicinin okuma hizina uyum saglayarak
metnin daha kolay algilanmasina katkida bulunmaktadir.

7) Halk Dili Kullanim

Tablo 15. Halk Dili Kullanimi: Horozun salinmast tavugu olanin diigiinmesi

Sahne ve baglam Sahne ve baglam: Hasmet ve ailesi Zeynep’i istemek i¢in
Istanbul’a Somaz’in evine gelir. Hagsmet ve Mihriban
Zeynep’in ailesinin kendi kdltiirleriyle hi¢ uyum
saglamadiginin farkindadirlar ama Emirhan’m 1srarla
evlenme talebine karsi koyamazlar ve Zeynep’i isterler.
Hagmet iizerine diigen gorevi yaptigini geri kalanini ise
Zeynep’in ailesinin diisiinmesi gerektigini ima eder

Replik Ben horozumu salmigam, gerisini tavugu olan diisiinsiin.

Ceviri Jai le coq aprés tout. Laissez les parents de la poule
s’inquiéter

Geri Ceviri Sonugta horoz bende. Tavugun anne babasi diisiinsiin.

Oneri J’ai fait ma taf. Qu’ils se débrouillent

Geri Ceviri Ben igimi hallettim gerisini onlar diisiinsiin

Hasmet’in Adana agzinda anonimlesmis, 6zgiiven ve pervasizlik ifade eden yerel bir halk
deyimi olarak kullandigi “Ben horozumu salmisam, gerisini tavugu olan disiinsiin.” ifadesi
egretilemeli anlatim, yoresel sdyleyis ve halk dili 6zelliklerini bir arada barindiran belirgin bir dilsel
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degiskenlik &rnegidir. Oncelikle “salmisam” bigimi, dl¢iinlii Tiirkgedeki salmisim kullanimindan
saparak Adana yoresine 0Ozgli agiz Ozelliklerini yansittigindan diatopik degiskenlik 6rnegi
olusturmaktadir. Bunun yani sira, horoz ve tavuk egretilemeleri iizerinden kurulan bu ifade, giindelik
halk sdylemine, atasdziimsii anlatima ve yerel kiiltiirel referanslara dayandigi igin diastratik
degiskenlik de icermektedir. Ayni zamanda Hasmet’in dolayli, mizahi ve hafif kiiglimseyici bir
iislupla konugmasi, baglama 6zgii iletisim tarzini yansittigindan diafazik degiskenlik a¢isindan da
degerlendirilebilir. Boylece replikte cografi, sosyal ve baglamsal dilsel degiskenlik katmanlar1 i¢ ice
gecmektedir.

Fransizca altyazida kullanilan “J’ai le coq aprés tout. Laissez les parents de la poule
s’inquiéter.” Kaynak replikteki egretilemeyi koruma kaygisiyla sozciigii sézciigline yapilan bir
ceviridir. Ancak Fransizca yerlesik bir deyimsel karsilik olusturmadigindan yapay ve dogal olmayan
bir ifade izlenimi yaratmaktadir ve halk sdylemine 6zgli mizahi ve kiiltlirel etki erek dilde
yansitilmamaktadir. “Moi, j’ai fait le taf. Qu’ils se débrouillent.” dnerisi Fransizca konusma diline
ait “faire le taf” ifadesi araciligiyla kaynak replikteki giindelik ve halk dili tonunu iglevsel bi¢cimde
yeniden iiretmektedir. Benzer sekilde qu’ils se débrouillent yapisi, Hasmet’in “ben lizerime diiseni
yaptim, gerisini kargi taraf diislinsiin” anlamindaki tavrini dogal bir Fransizca sOylemle
aktarmaktadir. Bu nedenle burada diastratik ve diafazik degiskenligin kismen yeniden iiretildigi
sOylenebilir. Bununla birlikte, kaynak metindeki diatopik degiskenlik ile kiiltiire] metaforik yap1 erek
metinde kaybolmaktadir.

Tablo 16. The Use of Vernacular Language: Helvasint Yemek

Sahne ve baglam Solmaz ve Fiko, diigiin i¢in geldikleri Adana’da, dedenin
vefatt nedeniyle planlanandan daha uzun siire kalmak
zorunda kalirlar. Bu siiregte Fiko, dedeye ila¢ verdigi
gerekgesiyle 6liimden sorumlu tutulur; ancak daha sonra
ilact aslinda Giiliimser’in verdigi ortaya ¢ikar. Yasanan
bu olaylar Fiko tizerinde belirgin bir psikolojik bask1 ve
gerginlik yaratmaktadir. Otel odasinda gecen sahnede
Solmaz, birlikte bara gidip eglendikleri ve bir seyler
ictikleri aksami hatirlatarak, Neco igin yeterince
lzildigini ve artik gegmisi geride birakip hayatina
devam etmek istedigini ifade eder. Benzer sekilde,
Fiko’nun da esiyle ilgili yasadiklarina aynmi goriisle
yaklagmas1 gerektigini belirtir. Bundan sonraki siirecte
hayatin keyifli yonlerine odaklanmalar1 ve yasamlarinda
yeni insanlara yer agmalar1 gerektigini dile geti

Replik Yas donemi kapandi seninkiylen beninkinin helvasini
yedik!

Ceviri Le deuil est termine ! Votre femme et mon ex sont morts
et enterrés !

Geri geviri Yas bitti! Sizin kariniz da benim eski sevgilim de dldiiler
ve gomiildiiler!

Oneri Fini, le deuil ! Ta femme et mon ex, c’est du passé. On
avance !

Geri geviri Yas bitti! Karin ve eski sevgilimi gomdiik. Oniimiize
bakalim!

Solmaz’in kullandig1 “helvasin1 yedik” ifadesi, Tiirk kiiltlirlinde 6liim sonrasi gergeklestirilen
ritiiellerle iliskili kiiltiirel bir gondermedir. Solmaz “helvasini yemek™ ifadesini “6lenle 6liinmez”
anlaminda kullanmaktadir. Bu kullanim ayni1 zamanda halk sdylemine 6zgii, giindelik ve metaforik
bir anlatim tasidigi icin diastratik degiskenlik de igermektedir. Fransizca altyazida bu replik “Le
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deuil est terminé! Votre femme et mon ex sont morts et enterrés!” seklinde ¢evrilmistir. Bu ¢eviri,
yas siirecinin sona erdigi ve ge¢mis iliskilerin geride birakilmasi gerektigi mesajin1 anlamsal olarak
biiyiik olgiide korumaktadir. Ancak ‘“helvasini yemek™ ifadesinin kiiltiirel metaforik yapisi
Fransizcada daha dogrudan ve aciklayici bir ifadeye dontstiiriilerek silinmistir. Ayrica “Votre
femme” (karmiz) kullanimi ile kaynak replikteki samimi ve dogrudan iliskiyi yansitan kesit dil
degiserek resmi bir sdyleme doniigsmiis ve halk dili 6zelligi de silinmistir. Bu nedenle ¢eviride kaynak
metindeki diastratik ve kiiltiirel degiskenliklerin biiyiik 6l¢lide notrlestirilmistir. “Fini, le deuil ! Ta
femme et mon ex, c’est du passé. On avance!” Onerisi, kaynak metindeki kiiltiirel metaforu dogrudan
korumasa da Fransizcada dogal, konusma diline yakin ve bir sylem yaratarak Solmaz’in diafazik
ve diastratik 6zelliklerini daha etkili bigimde yeniden tiretmektedir.

8) Nida Kullanim
Tablo 17. Nida kullanimi: Ayy!
Sahne ve baglam Solmaz ve Fiko Adana’da otel odasinda sohbet ederken
Solmaz kebaplarin ¢ok lezzetli oldugunu dile getirir.
Replik Ayy kebaplar da on numara ama!
Ceviri Les kebabs sont délicieux !
Geri Ceviri Kebaplar ¢ok lezzetli!
Oneri Wouah, kebabs au top !
Geri Ceviri Ayy, bu kebaplar da on numara!

Kaynak metindeki “Ayy kebaplar da on numara ama!” repligi, sozlii iletisime 6zgii belirgin
dilsel degiskenlik unsurlar1 icermektedir. Oncelikle “Ayy” iinlemi, anlik duygusal tepkiyi yansitan
ve konusma diline 6zgii bir sozlii ifade olarak diafazik degiskenlige drnektir. Ayn1 zamanda kesit dil
acisindan Solmaz’in samimi ve dogal dil kullamimi1 nedeniyle diastratik bir degiskenlik olarak
degerlendirilir. Replikteki “on numara” ifadesi ise ol¢iinlii Tiirkgede notr bir degerlendirme ifadesi
olmayan, giindelik konugma diline ait, olumlu anlam tastyan bir sézlii kullanim olarak diastratik ve
konusma baglaminda kullanilmasi nedeniyle diafazik degiskenlige de drnektir. Fransizca altyazida
bu replik “Les kebabs sont délicieux!” seklinde ol¢iinlii bir dil kullanarak ¢evrilmistir. Her ne kadar
ceviride temel anlamsal igerik korunsa da kaynak replikteki dilsel degiskenlik gostergeleri
silinmigtir. “Ayy” nidas1 tamamen ¢ikarilmis, boylece kaynak metindeki dogal, anlik, sozIii tepki ve
duygusal vurgu kaybolmustur. Bu durum Solmaz karakterinin kisilik 6zelliklerini ve ait oldugu
toplumun 6zelliklerinin de silinmesine yol agmistir. Bu baglamda “Wouah, kebabs au top !” seklinde
bir ¢eviri Onerilebilir. Bu oneride “Wouah” kullanimi kaynak metindeki nidanin anlik ve duygusal
etkisini, top ifadesi ise “on numara’nin giindelik konusma diline 6zgii s6ylemini Fransizcada daha
dogal bicimde yeniden iiretmektedir. Boylece erek replikte diastratik ve diafazik degiskenliklerin
daha esdeger bir bigimde aktarilmas1 miimkiin olmaktadir.

Tablo 18. Nida kullanimi: Haydaa!

Sahne ve baglam Hagmet ve Kahraman, digiin aligverisi i¢in Leyla ve
Solmaz’t Adana carsisina gotiiriir. Leyla’nin denedigi
kiyafetler, onun kisisel zevkini yansitan dekolte ve
gosterigli modellerden olusmaktadir. Hasmet ise bu
secimlere tepki gostererek sesini yiikseltir ve s6z konusu
kiyafetlerin ailesinin deger anlayisiyla bagdagmadigini
dile getirir.

Replik Abov! Bak yemin ederim yetti ama!
Ceviri Ca suffit !

Geri Ceviri Yeter!

Oneri Oh 1a! J’te jure, ¢a suffit !

Geri Ceviri Ama yemin ederim yeter!
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Kaynak replikteki “Abov!” nidasi, Cukurova/Adana yoresine 6zgii sozlIi bir kullanim olmast
nedeniyle diatopik degiskenlik 6rnegi olusturmaktadir. Ayn1 zamanda 6l¢iinlii dilin diginda kalan,
giindelik ve halk diline ait bir ifade olarak diastratik ozellikler de gdstermektedir. Replikte yer
alan “bak” ve “yemin ederim” ifadeleri ise anlik sozIii iletisimin dogalligini, duygusal yogunlugu ve
konusma diline 6zgii akicihigi yansitmaktadir. Ozellikle “yemin ederim”, Hasmet’in &fkesini ve
bikkinligmma vurgu yapmaktadir. Bu baglamda repligin biitiinii, baglam icinde duygusal tepkiyi
yansitan belirgin bir diafazik degiskenlik 6rnegidir. Fransizca altyazida bu replik “Ca suffit
I” seklinde ¢evrilmistir. Bu ¢eviride, temel anlam yani bikkinlik ve tepki aktarilmaktadir; ancak
kaynak replikteki “Abov!” nidasimin silinmesiyle diatopik Ozellik tamamen ortadan
kalkmis, “bak” ve “yemin ederim” ifadeleriyle kurulan anlik, dogal sozlii yapi erek replikte
kaybolmustur. Dolayisiyla ¢eviri, duygusal tepkiyi aktarsa da diatopik ve diastratik degiskenlikleri
nétrlestirmekte, yalnizca diafazik etkinin bir kismini korunmaktadir. Bu baglamda “Oh 1a ! J’te jure,
ca suffit !” seklinde bir geviri dnerilebilir. Onerilen “Oh 1a!” nidas1, kaynak replikteki ani duygusal
tepkiyi, diatopik bir degiskenle karsilamasa da Fransizcada dogal bir konusma dili ifadesiyle yeniden
iiretmektedir. Benzer sekilde, sozli dilde sdylendigi bigimde yazilan “J’te jure” kullanimi, kaynak
metindeki “yemin ederim” ifadesinin ani ve samimi tonunu erek metinde daha islevsel bigimde
yansitmaktadir.

Bulgularin Degerlendirilmesi

Caligmada ele alman ornekler, oOzellikle diastratik ve diatopik degiskenlerin altyazi
cevirisinde aktariminda sorun oldugunu goéstermektedir. Her ne kadar ¢eviride temel anlamsal igerik
korunmus olsa da karakterlerin sosyal aidiyetini, egitim diizeyini, sosyal iletisim bigimlerini, sinifsal
konumunu ve kiiltlirel ¢evresini goriiniir kilan hitap bigimleri, argo kullanimlari, halk deyimleri ve
yoresel ifadeler cogu zaman oOl¢ilinlii dil kullanimiyla kargilanmig; boylece karakterlerin dilsel
kimlikleri hedef metinde belirgin 6l¢iide siliklesmistir. Diger taraftan diafazik degiskenlik, 6zellikle
duygusal tepki, 6fke, samimiyet ya da sozli iletisimin dogallig1 gibi baglamsal unsurlar s6z konusu
oldugunda kismen korunabilmigtir. Bununla birllikte altyazilarda benimsenen ¢evirmen tercihlerini
karakter sinirlamalari, okunabilirlilik ilkeleri ve kaynak dildeki bazi dilsel degiskelerin Fransizcada
dogrudan islevsel ve anlamsal esdegerliliklerinin bulunmamasiyla da iliskilendirilebilir. Bu
baglamda, Fransizca altyazilarda benimsenen geviri tercihleri erek izleyicinin alimlamasi agisindan
erisebilir goriinmekle birlikte karakter insas1 ve toplumdilbilimsel temsil agisindan belirli kayiplara
yol agmaktadir. Nitekim gorsel-isitsel iiriinlerde karakterlerin toplumsal kimligi yalnizca gorsel
kodlar araciligiyla degil, farkli dilsel degiskenlerin kullanimiyla insa edilmektedir. Bu nedenle dilsel
degiskenliklerin sistematik bigimde 6l¢iinlii hale getirilmesi, ya da silinmesi yalnizca sdylemsel tonu
degil, filmdeki karakterler arasindaki farkliligin ve iletisim ¢atismalarindan ortaya ¢ikan mizahi
0genin de kaybolmasina yol agmaktadir. Dolayisiyla izleyiciler altyazi ¢evirisini diger dil dist
gostergelerle birlestirerek izleseler de filmden alinan keyif ve uyandirilmak istenen etki kaynak
iirindekinden farklilagmaktadir. Sonug olarak, dilsel degiskenlerin altyazi gevirisinde aktarimi
cevirmen tercihleri, teknik kisitlar, gorsel-isitsel {irliniin tiirii, dilsel ve dil dis1 gostergelerin anlatisal
islevleri ile erek kitlede olusturulmasi hedeflenen etki arasinda denge kurulmasini gerektiren ¢ok
boyutlu bir karar alma siirecidir. Bu baglamda altyazi gevirisi, her gorsel-isitsel tiriiniin kendine 6zgii
yapisina uygun stratejilerin gelistirilmesini ve gerektiginde yaratici ¢6ziim yollara bagvurulmasim
gerektiren devingen ve zorlu bir ¢eviri edimi olarak kargimiza ¢ikmaktadir.

Tartisma ve Sonu¢

Gorsel-isitsel iriinlerde dilsel degiskenlik olarak adlandirilan unsurlarin incelenmesi,
¢evirmenin ¢evirecegi liriinii yalnizca dilsel bir ileti olarak degil, ¢ok katmanli bir anlam tiretim alan
olarak degerlendirmesi agisindan 6nemli bir ilk adim olarak goriilebilir. Toplumsal gerceklikten,
insan deneyimlerinden ve so6zlii dilden beslenerek olusturulan film dili 6zellikle fantastik tiir disinda
kalan yapimlarda ger¢ek hayattaki dilin ve toplumsal etkilesimlerin inandiric1 ancak kurmaca bir

Turkish Studies — Language and Literature, 21(3)



The Transfert of Linguistic Variation in Interlingual Subtitling 5773

yansimasidir. Karakterler kurmaca olsa da ¢ogu zaman belirli toplumsal basmakalip temsilleri,
kiiltiirel diizgiilerden ve dilsel kullanimlardan hareketle insa edilmektedir. Gorsel-isitsel {irlinlerde
bu karakter ve toplumsal gerceklik insasi yalnizca dil araciligiyla degil; gorsel, isitsel ve kiiltiirel
gostergelerin biitlinlesik etkilesimiyle gerceklestirilmektedir. Bu nedenle g¢evirmenin, ozellikle
altyaz1 gevirisinde salt dilsel unsurlara odaklanmasi ve diger gostergebilimsel bilesenleri goz ardi
etmesi, Urlinlin biitlinliiklii anlam yapisindan ve toplumsal baglamindan kopuk, yalin ve
Olciinlestirilmis bir ¢eviri ortaya ¢ikarma riskini beraberinde getirmektedir.

Glinlimiiz gorsel-isitsel ceviri sektoriinde ¢evirmenlere taninan sinirh siire, platformlar
tarafindan belirlenen teknik ve bigimsel kisitlamalar, kalite kontrol siire¢lerinde benimsenen alici
odakli yaklasim ve sektoriin diger yapisal dinamikleri nedeniyle altyazi ¢evirisinde yaratici ¢dztiimler
gelistirilmesine ya da kaynak metne belirli 6l¢iide miidahale edilmesine ¢ogu zaman olumlu
yaklagilmamaktadir. Bununla birlikte, bu tablo gorsel-isitsel ceviri piyasasindaki gercekleri
yansitmakla birlikte, gorsel-isitsel ¢eviri arastirmalart ve ¢eviri egitimi baglaminda ¢evirmen bakis
acisinin gelistirilmesine yonelik daha bilimsel ve akademik yaklasimlarin benimsenmesi alandaki
calismalara katkilar saglayacak ve farkindalik yaratacaktir.

Tiirkiye’de ve uluslararasi diizeyde dikkat ¢ekmis bir Tiirk komedi filmi olan Aile Arasinda,
gorsel-isitsel ¢eviride dilsel degiskenlik temelinde se¢ilmis 6rnekler lizerinden bir vaka caligmasi
olarak ele alinmis, Fransizca altyazi ¢evirileri araciligiyla dilsel degiskenliklerin geviri siirecinde
nasil ¢oziimlenebilecegine iligkin analitik bir bakis agisi ortaya konmustur. Caligmanin amaci
yalnizca belirli ¢eviri 6rneklerini degerlendirmek degil, ayn1 zamanda bu tiir metinlerin dizgesel ve
akademik bicimde nasil incelenebilecegine dair uygulanabilir bir ¢6ziimleme modeli sunmaktir.

Yontem boliimiinde ayrintili bigimde agiklandigi lizere, séz konusu calisma, Martinez
Sierra’nin (2022) gorsel-isitsel geviride toplumsal ve dilsel degiskenlerin incelenmesine yonelik
onerdigi bes asamali yaklasim temel alinarak gerceklestirilmistir. Bununla birlikte, bu yaklasim
calismanin amaci dogrultusunda gelistirilmis, 6zellikle ikinci, tiglincii ve dordiincii asamalar kaynak
metindeki dilsel degiskenliklerin tespitinde ve Fransizca altyazi gevirilerinin dizgesel bigimde
incelenmesinde kullanilmistir. Arastirmacinin besinci asamada onerdigi biitiinciil degerlendirme
perpektifi ise elde edilen bulgularin yorumlanmasinda ve belirlenen dilsel unsurlarin geviri
stirecindeki iglevlerinin analizinde kuramsal ¢ergeve olarak benimsenmistir.

Bu ¢alisma, Tiirk¢e gorsel-isitsel {iriinler baglaminda gorece sinirli bigimde ele alinmis bir
arastirma alanina katki sunmaktadir. Bunun yani sira, benimsenen ¢oziimleme yonteminin ¢eviri
ediminin ¢ok katmanli dogasina uygun bigimde nasil gelistirilebilecegini gostermesi bakimindan
yalnizca bir vaka incelemesi olmanin Gtesine gecerek yontemsel bir uygulama 6rnegi de ortaya
koymaktadir. Her ne kadar calisma tek bir 6rnek olayla sinirli olsa da dilsel degiskenliklerin tespit
ve g¢Oziimlemesinde dikkate alinabilecek unsurlara iliskin somut ve sistematik bulgular ortaya
koymaktadir. inceleme kapsaminda kullamilan kategoriler kuramsal olarak gerekcelendirilmis ve
cOziimleme siirecine tutarli bir bicimde uygulanmistir. Bu yoniiyle ¢alisma, benzer konularda
arastirma yiiriitecek arastirmacilar igin gelistirilebilir ve farkli gorsel-isitsel tirlinlere uyarlanabilir
analitik bir ¢oziimleme gercevesi onermektedir.

Bu alanda benzer ¢alismalarin artmasi, gorsel-isitsel ¢eviri arastirmalarinda yenilik¢i ve
bilimsel yaklagimlarin gelistirilmesine, ¢eviri egitiminde somut vaka incelemelerinin daha etkin
bigimde kullanilmasina ve lisansiistii diizeyde yeni arastirma acilimlarinin olusturulmasina katki
saglayacaktir. Daha genis dlgekte ise bu tiir galismalarin ¢eviri uygulamalarimin niteligi ile gevirmen
yetigtirme siireglerine olumlu katkida bulunacagi, genel olarak g¢eviri ve ¢evirmen niteliginin
artirtlmasina destek saglayacagi diigiiniilmektedir.
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ETIK BEYANLAR

Arastirma ve Yaymn Etigi
Bu makalenin 6zgiin bir ¢calisma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine
uygun olarak hazirlandigini beyan ederim. Makale daha oOnce herhangi bir yerde
yayimmlanmamig olup bagka bir dergide degerlendirme siirecinde degildir.
Caligmada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmistir.
Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon icermedigini; aragtirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.

Yazar Katkisi
Caligmanin tasarlanmasi, yiiriitiilmesi, analizi ve makalenin raporlama agamasini tek basina
yliriitmiistiir. Makalenin son hélini okuyup onayladim ve yayimlanmasini kabul ettim.

Cikar Catismasi
Bu makalenin yayimlanmasina iligskin herhangi bir ¢ikar ¢atismasi bulunmadigini beyan
ederim.

Finansal Destek
Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulus
tarafindan finansal olarak desteklenmemistir.
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Yapay Zeka Kullanim Beyam
Makalenin hazirlanmasi siirecinde yapay zeka araglarindan yalnizca dil diizenleme, g¢eviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt 6l¢iide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ceviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay
zeka araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya
akademik sonuglarinin olusturulmasinda kullanilmamigtir. Makalenin igerigine iliskin tim
akademik sorumluluk bana aittir.

Telif Haklar1 ve izinler
Telif hakkr gerektiren materyaller kullanilmigsa gerekli izinlerin alindigimi ve ¢aligmanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onayi
Makalenin son hélini okudum, onayladim ve yayimlanmasini kabul ettigimi beyan ederim.
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