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ABSTRACT
The Rise of Multimodality:

Applying Translation Criticism to Video Games

This thesis explores how the video game The Witcher 3: Wild Hunt (W3WH) and its
official translation alongside a fan translation into Turkish can be systematically
analyzed by a translation criticism model. The study also focuses on how the recent
rise of multimodality within Translation Studies can offer new perspectives in the
way translation is viewed. Based on the literature on video game translation
practices, this study carries out a discussion on the terminology used to describe such
practices, analyzing the variety in the use of terms from the perspective of the
expanding research area of Translation Studies. By investigating the two translations
of the video game W3WH, the study aims to find out the differences in translation
strategies between the official translation and the fan translation. The study also
discusses the choice of fan translators to continue with their translation process
despite the launch of the official translation. Moreover, the industry’s reduced view
of translation is challenged, in contrast with localization and transcreation. Within
this frame, the study relies on a critical analysis that integrates the different modes
and assets in the video game to draw a comprehensive picture of the gameplay
experience. The thesis hopes to increase the cooperation between academia and

industry by promoting a bidirectional learning process.
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OZET
Cok Modlulugun Yiikselisi:

Ceviri Elestirisinin Video Oyunlarina Uygulanmasi

Bu tez, The Witcher 3: Wild Hunt (W3WH) video oyununun ve Tiirk¢e’ye yapilmis
resmi ve hayran ¢evirilerinin bir ¢eviri elestirisi modeliyle sistematik bir bigimde
nasil analiz edilebilecegini incelemektedir. Calisma, ayn1 zamanda ¢ok modlulugun
Ceviribilim’deki son zamanlardaki yiikselisinin ¢eviriye bakisa dair nasil yeni
perspektifler sunabilecegine odaklanmaktadir. Video oyun ¢evirisi uygulamalarina
iligkin literatiire dayanan bu ¢alisma, bu tiir uygulamalar1 tanimlamak i¢in kullanilan
terminoloji lizerine bir tartisma yiirlitmekte ve sinirlarin1 genisleten Ceviribilim
perspektifinden terim kullanimindaki gesitliligi incelemektedir. Bu ¢alisma, W3WH
video oyununun iki ¢evirisini inceleyerek resmi ¢eviri ile hayran ¢evirisi arasindaki
ceviri stratejisi farklarin1 bulmay1 amaglamaktadir. Ayrica ¢aligmada resmi ceviri
piyasaya siiriilmesine ragmen hayran ¢evirmenlerin ¢eviri siirecine devam etme
tercihleri sorgulanmaktadir. Buna ek olarak endiistrinin yerellestirme veya
geviriyaratim aksine basite indirgenmis ¢eviri goriisiine meydan okunmaktadir. Bu
gergevede bu ¢alisma, oyun deneyiminin kapsamli bir resmini ¢izmek i¢in video
oyunundaki farkli modlar1 ve bilesenleri entegre eden elestirel bir analize
dayanmaktadir. Tez, akademi ve endiistri arasindaki ¢ift yonlii 6grenme siirecini

tesvik ederek iki alan arasindaki isbirligini artirmayr ummaktadir.
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CHAPTER 1

INTRODUCTION

This thesis deals with video games and their translation into other languages,
cultures, and audiences. The problem with this endeavor starts with its naming, as
there is not a universally accepted term to describe this transfer. Furthermore, even
the understanding of the concept is not clear, opening the way for a variety of
perspectives and interpretations. Interestingly, the studies that elaborate on this issue
in a detailed way usually avoid providing a definition, and when they do, they
highlight a single aspect of the process, such as the rich text variety or the necessity
for the translator to find creative solutions. Nevertheless, one repeatedly emphasized
point in the majority of the studies on video games and their translation is the
insufficient interpretation of the term translation. This approach tends to be justified
by the complex nature of video games, which practically leaves no other choice than
arguing that the process involves translation but is not limited to it.

The arguments for translation being unsuitable for video games is
paradoxical, as video games and their translations are generally analyzed under the
umbrella term of audiovisual translation (AVT). Indeed, the presence of verbal,
audio, and visual elements marks a similarity between video games and other
audiovisual products, such as movies, TV shows, opera, and even advertisements.
This similarity raises the question of what causes the insufficiency of the term
translation in the dominant discourse on video games and localization. As a matter of
fact, even in Translation Studies, only a small minority prefers to use the concept of
translation while discussing video games, dooming the concept to a highly narrow

transfer limited to verbal elements, which is hardly ever the case.



The rich and complex nature of video games is not a hindrance but an
opportunity for Translation Studies. The history of translation is marked by countless
efforts to demonstrate the complexity of the process, which made this deep-rooted
activity worthy of establishing its own discipline in the first place. After this
achievement, it is interesting to note that the dominant narrative on video games and
their translation is now moving away to other terms, indirectly depriving translation
of all its depth and complexity. This move away from translation means losing a
valuable chance for a perspective that puts the multimodal text in its center.
Although the amount of research on multimodality in Translation Studies is
increasing, the importance of translation for video games continues to be overlooked.

It should be acknowledged that video games are gaining popularity within the
discipline, and this trend demonstrates the growing influence of technology on
Translation Studies. Not only new products but also new translation forms are
welcomed, including the translation activities carried out by the fans themselves.
This new form of cooperative translation is largely ignored altogether or questioned
due to its variable quality (O’Hagan, 2009), but this attitude is by no means limited
to the fan translation of video games, as the same argument is also made for fansubs
of series (Diaz-Cintas & Mufios Sanchez, 2006).

In this thesis, I discuss the translation of W3WH into Turkish, and this is a
unique case due to the simultaneous presence of an official translation and a fan
translation. [ suggest a translation criticism model for video games, drawing upon the
frameworks provided by Katharina Reiss (1971) and Antoine Berman (1995) in their
discussion of translation criticism. In this regard, video games are considered as

multimodal texts that comprise not only of verbal but also of audio, visual, and



gestural modes. This model, which I call video game translation criticism, attempts
to identify the strategies applied by the translators in the respective groups.

It should be noted that the translation strategies identified here may not stem
solely from the respective translator group’s choices. In addition to the time and
space constraints associated with video game translation practices (Mangiron &
O’Hagan, 2006), there might also be other considerations that influence the
translators’ decisions. To illustrate, in the case of fan translation, the comments by
the fans as well as the implicit assumptions about their preferences might impact the
translators’ choices. On the other hand, the official translators are constrained by the
already existing Turkish translations of the previous games of the saga. Further, as
the patron that commissions the translation task, the developer company has a certain
power regarding translation decisions, since the official translation team might not
want to risk future tasks by challenging the developer company’s demands. This
study acknowledges the existence of these constraints, but they remain outside the
scope of the research.

I consider translation criticism to be the perfect tool for the analysis of video
game translations for several reasons. Firstly, the use of a translation criticism model
allows the analysis to adopt a systematic approach. The examples that are to be
discussed in the criticism do not stem from the preference of the critic but the
model’s categories and the video game’s components. As such, the study hopes to
carry out an objective evaluation. Secondly, the translation criticism model chosen
for the thesis pays particular attention to the multimodal elements and the cultural
differences in video games, and these factors are fundamental characteristics of these
texts. In other words, translation criticism is able to investigate the aspects that make

a video game in the first place. Lastly, although translation criticism mainly focuses



on the textual elements, it also attempts to integrate the process and reception of the
translations. Therefore, the textual analysis in a translation criticism aims to shed
light on the development of the translation as well as its consumption, addressing the

material at hand from more than one viewpoint.

1.1 The aim and scope of the thesis

My thesis aims to offer a translation criticism of the official translation and the fan
translation of W3WH. In this study, I attempt to systematically analyze the two
translations, taking into account the video game itself as well as the work of Andrzej
Sapkowski, the creator of The Witcher. As proposed by Berman (1995), the criticism
also traces the translator groups and the translations’ background stories in the hope
of shedding light on the translation strategies.

W3WH is chosen as the video game that is to be analyzed for two reasons.
Firstly, it is a highly popular video game with a rich set of details, benefiting from
numerous cultural and historical references as well as real and fictional languages.
Secondly, W3WH is a unique case because of the presence of two translations into
Turkish. These translations, the official translation and the fan translation, have
found widespread acceptance as well as fierce criticism, creating fan bases of their
own.

The majority of research on video games and their translation focuses on the
textual product (Sarigiil, 2020), and this brings up the question whether the
translation criticism model proposed in this thesis offers a new perspective. Sarigiil’s
(2020) assessment is accurate, but it can be argued that the analyses thus far have
turned a blind eye to the various modes that constitute a video game. An analysis that

investigates the entirety of a video game with all its components is yet to come, and



my thesis aims to fill this gap. This thesis tries to integrate the other modes that have
a significant role in the meaning making process, as they contribute to the immersion
of the player in the game. Therefore, the criticism model used in the study considers
the textual elements in the video game, but as the video game itself is considered a
multimodal text, the presence of the other modes is taken into account and discussed
accordingly as well. The analysis is indeed textual, but the video game itself, with all
its components, is viewed and approached as a multimodal text.

The issue of the place of localization and whether translation encompasses it
or vice versa can be approached from a wider perspective, as the borders and
limitations of translation have been a topic of discussion within Translation Studies.
Similar to the localization case, translation has been repeatedly challenged but also
enriched by the emergence of other terms, including rewriting (Lefevere, 1992),
transcreation (Gopinathan, 2006), transculturation (Jin, 2013), and adaptation
(Venuti, 2007). The existence of this variety in terms indirectly questions
translation's capability of encompassing all the transfers and considerations that it
addresses, but it also ascertains that translation still manages to offer an efficient
framework and an indispensable starting point for studying linguistic and cultural
exchange. The scholars that suggest other terms bring the complexity of translation
to the foreground and engage in a fruitful discussion, enriching Translation Studies
as a discipline.

In the case of localization, the situation is different, as the variety in
terminology widens the gap between Translation Studies and the video game
translation sector, which mostly prefers the term localization to define itself.
However, even though it is a major challenge to define what translation is, it is still

possible to describe what translation is not. Translation is not a process limited to the



transfer of the verbal elements, and the increasing importance of multimodality
within the discipline serves as a stark reminder. As one of the most complex forms of
a multimodal text, video games and the analysis of their translations can demonstrate
that Translation Studies is capable of offering valuable knowledge to the video game
translation industry.

In this study, I argue that although the quality of fan translations can vary, the
same argument can be made for all kinds of translations, meaning that the
widespread exclusion of fan translation in research within Translation Studies is not
a justified stance but a lost opportunity. Various fan translations have even been
received more positively than official translations (Mangiron Hevia, 2007), which
makes the lack of focus on fan translations as well as the prejudice towards them due
to their supposed low quality a bias. This thesis attempts to investigate the translation
strategies systematically and comparatively in the official translation and the fan
translation of W3WH. Due to the large amount of data in the video game, both
translations can give us valuable insight into the translation groups’ strategies,
priorities, and concerns. The research questions of the thesis are:

i.  What is the impact of multimodal elements on the translation of video games?
ii. How do the fan translation and the official translation of W3WH differ from
each other in terms of translation strategies?
iii. To what extent do the other works of the saga influence the fan translation
and the official translation of W3WH?
iv. How do the fan translation and the official translation of W3WH manage to
coexist simultaneously?
1.2 Literature review
Video games are a newcomer to Translation Studies, and their analysis from a
translation perspective started later than the other audiovisual products, most notably

movies and series. Having said that, the amount of research on video games and their

translation has been increasing steadily. In his dissertation, Sarigiil (2020) identifies



four main categories in which Translation Studies has approached video games:
theoretical discussions on video games and their translation; studies of video games
and their translations as textual products and of the challenges posed for the
translators; investigations of video game translation processes and the participants
involved; explorations of video game translations’ reception in other languages. This
categorization successfully provides a comprehensive overview of the main research
topics within the discipline. Although the video game translation criticism model
presented in this thesis mainly falls under the second category, the thesis also offers a
theoretical discussion on video games and their translation as multimodal texts,
attempts to shed light on the translation processes of both translations, and discusses
the possible influence of the fan reactions on the translations. Nevertheless, the thesis
limits its literature review to theoretical discussions on and the textual analyses of
video game translations.

One of the first studies on video game translation from a theoretical
perspective is the article by Mangiron and O’Hagan (2006), two of the leading
scholars in research on video game translation practices. In their article, Mangiron
and O’Hagan (2006) analyze professional video game translation practices. They
describe the process as game localization and argue that it is similar to “business
software [localization]” (Mangiron & O’Hagan, 2006, p. 12). They point out that
game localization carries certain characteristics of AVT as well. As audiovisual texts,
video games require translation and software engineering while being transferred to
another market, and the goal of game localization is determined as preserving the
“look and feel” of the source game (Mangiron & O’Hagan, 2006, p. 14). To this end,
translators are generally given the freedom to change virtually anything they deem

necessary. As a case study, the authors analyze the English translation of Final/



Fantasy, a Japanese game series that has been enjoying worldwide popularity thanks
to its translation into other languages. Mangiron and O’Hagan (2006) identify
categories and provide the readers with examples, demonstrating the strategies that
the translators adopted in the translation process. As one of the early examples of
studies on video games and their translation, the article is a valuable contribution that
emphasizes the importance of video games and their translation for Translation
Studies.

In the same year, Bernal-Merino (2007) describes video games as products
that consist of various text types. As such, he also argues that video games have
several similarities with other audiovisual texts. Nevertheless, he states that as video
games can be developed in a variety of ways, translators might need a set of distinct
talents and skills to translate a video game. By pointing out the importance of
popular culture, familiarity with different genres, creative solutions, and the
interactive nature of games, Bernal-Merino (2007) depicts video game translation as
a highly complicated process that requires the translator to be an expert in various
fields at once.

In another article, Bernal-Merino (2008) investigates the use of creativity for
the translation of video games. He points out how “ludic creativity” separates video
game translation from other translation types (Bernal-Merino, 2008, p. 65). Even
though there are certain similarities between video game translation and other forms
of “polysemiotic translation” (Bernal-Merino, 2008, p. 58), video games’ attempt to
create a world and make the players believe they are in that world is a unique
characteristic of these products. The interactive nature of video games requires the
translators to come up with convincing solutions that encourage them to use their

creativity. Bernal-Merino (2008) considers video game translators as experts in



cultural transfer who possess a wide range of talents that they use to offer the players
a product that introduces a new world to enjoy. It is also worth mentioning that
Bernal-Merino (2008) identifies the importance of not only the verbal elements in the
video game but also other assets, such as graphics, soundtracks, and even the
characters themselves.

Fernandez Costales (2012) investigates the translation strategies that the
translators use while translating video games. After emphasizing the importance of
video games as the most important and widespread form of entertainment, Fernandez
Costales (2012) points out that the increasing influence of globalization and the
technological advancements have increased the amount of research on the topic.
Nevertheless, he states that various forms, including subtitling, dubbing, and voice
over are still relatively unknown. It should be noted that video games are multimodal
texts that create meaning by various modes at the same time, and as such, they are
highly complicated texts. This argument is strengthened by an emphasis on the “non-
textual” as well as “semiotic elements” that the translators should take into
consideration (Fernandez Costales, 2012, p. 391). Fernandez Costales (2012) puts the
argument forward that Translation Studies can investigate video game translations
from various perspectives, since as a discipline, it fully encompasses these translation
activities. Interestingly, even “no translation” is acknowledged as a valid translation
strategy (Fernandez Costales, 2012, p. 397). It can be stated that Fernandez Costales’
article offers a detailed account of the strategies that the translators can adopt while
translating video games, emphasizing their complex nature.

The sophisticated character of video games due to the variety in text assets is
also discussed by Dietz (2007) who attempts to investigate video game translation

practices and the difficulties associated with these. The article states that video game



translation is a special category due to the diversity of text types and topics. Dietz
(2007) believes that the key to a successful video game translation is the translator’s
familiarity with both the video game and the gaming culture. Even though Dietz
(2007) decides to use the term localization, he does this without discussing what the
term means or encompasses, and he uses “translator” and “localizer”
interchangeably. With its provocative title and conversational tone, Dietz’s article is
a study worth mentioning, as it successfully highlights video games and their
translation as a separate field of research within Translation Studies.

Dietz (2007) is not the only study which approaches video games and their
translation from an industry point of view. To illustrate, Mangiron (2018) is one of
the scholars who offers an academic as well as an industry standpoint to video games
and their translation. The author draws a map of the research on “game localization”
(Mangiron, 2018, p. 122), and she emphasizes the relationship between these
practices and other forms of translation, including AVT, literary translation, and
collaborative translation. Moreover, Mangiron (2018) highlights the interdisciplinary
tendency of research on this topic and encourages scholars to adopt from other
disciplines in their analysis, such as media studies and psychology. The article by
Mangiron (2018) provides the reader with a comprehensive summary of the issues
associated with video games and their transfer to other languages and markets.

Di Marco (2007) is one of the early translation scholars who conducts
research on video games. In her article, she focuses on the importance of culture
while translating video games, and the term “cultural localization” is used to describe
this practice (Di Marco, 2007). She analyzes the importance of the cultural details
and how they are transferred from Japanese to English for the American culture. This

article is a short one without any concrete theoretical background. Instead of
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analyzing a video game in a detailed and systematic way, the author chooses to
investigate one category at a time, such as the customization of the main character,
the importance of gender and transgender, and the transfer or humor. Nevertheless,
the study is still a valuable contribution to Translation Studies, as it is one of the
earliest studies on video game translation practices.

The significance of culture and the related challenges while working on a
video game translation has been a relatively popular topic of research in Translation
Studies. To illustrate, Edwards (2011) is one of few scholars who decide to use
neither “translation” nor “localization” to describe the activities that allow a video
game to travel to a new locale. Even though she acknowledges localization as a
strategy, she argues that localization with regard to video games is inevitable, as it
allows the target audience to understand a video game that was produced for a
different audience in a different locale. As such, Edwards (2011) states that the
difference between translation and localization is the material, and even a linguistic
transfer of a video game constitutes localization, whereas more attention to cultural
characteristics would turn the transfer to culturalization. One interesting point that
the author makes is that considerable attention to cultural features might save the
developer company from backlash, whereas disregarding them can bring about
discontent not in the gamer community but among the people who do not belong to
the intended audience. In other words, even though a video game can be transferred
to another culture with a specific group in mind, it is possible to receive a reaction
from even the people who do not play the video game.

Carlson and Corliss (2011) are two scholars who put culture to the center of
their research by viewing video games as part of the goods and services that circulate

transnationally. In this movement, translators have a significant role due to their
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expertise in cross-cultural communication. Carlson and Corliss (2011) make a
distinction between translation and localization, but while doing so, they reduce
translation to the linguistic transfer of text from one language to another, whereas
localization can be about translation, editing, or even testing. It is interesting to
mention that Carlson and Corliss (2011) regard localization to be a broader concept
than translation, but at the same time, they highlight the translators’ importance as
gatekeepers, as they determine what circulates around the globe and how. One
interesting point that the writers make is that localization is usually considered as
domestication, as the process intends to bring something foreign to a particular
culture and make it usable.

O’Hagan (2015) also analyzes video game translation practices as an integral
part of the globalized world. She further acknowledges that although the rapid
expansion of technology has affected translation, Translation Studies has not paid
sufficient attention to video games despite these being closely related to technology.
While defining video game localization, O’Hagan (2015) emphasizes the importance
of culture and introduces it as one of the main challenges of the practice. While the
practice combines intercultural communication with interactivity, the theory in
Translation Studies needs to be expanded to account for the activity. As such,
O’Hagan (2015) considers localization as translation that keeps its close connection
with culture and adds technology into the mix. The element of technology is present
not only in the process of translation but also how the translated product is enjoyed.

One important point that is to be mentioned is the terminological discussion
in research on video game translation. In his comprehensive dissertation, Bernal-
Merino (2013) recognizes the variety in terms, which still retains its relevance for

Translation Studies. In order to overcome this “terminological maze” (Bernal-
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Merino, 2013, p. 121), the scholar promotes an understanding of video games as
multichannel texts as well as multimedia entertainment software. While
demonstrating the elements that constitute a video game, he also draws a detailed
picture of the video game industry and of the research within Translation Studies.
Bernal-Merino (2013) argues that although the wide range of video game genres is a
challenge, video game translation is to be recognized as a unique translation
category. Further, he states that the essence of the translation of video games is best
captured by the term “translation of multimedia interactive entertainment software”
instead of solely by translation or localization (Bernal-Merino, 2013, p. 141).

One of the master’s theses that discuss the theoretical framework of video
game translation is by Bushouse (2015). In her study, Bushouse (2015) provides the
reader with a comprehensive history of video game translation and a detailed
discussion on what makes video games special as texts. Moreover, the thesis
attempts to demonstrate that the definition of translation easily encompasses all the
practices that take place in the transfer of a video game from one locale to another.
Bushouse (2015) views localization as one of the many strategies that the translator,
as the expert in cultural transfer, can choose to adopt. The argument that a widened
definition of translation can help us investigate video game translations as well as
improve the status of the translator is especially worth mentioning.

Sanchez (2009) is one of the first studies that addresses the translation of
video games carried out by the fans themselves. The focus in the article is on
romhacking, which is a combination of video game translation and programming.
After discussing the history of video games, Sanchez (2009) moves on to
romhacking. It should be noted that romhacking is a unique activity that does not

necessarily involve the transfer of the game contents from one language to another.

13



Therefore, Sanchez (2009) distinguishes between romhacking and fan translation. As
a romhacker himself, the author gives valuable insight into the practice and states
that romhacking, despite being illegal, is usually allowed by video game companies,
since romhackers generally work on older games that are no longer sources of
income for developers. On the quality of amateur translations, the author argues that
thanks to their familiarity with the particular video game and gaming culture,
amateur translations can produce better results as well as receiving positive reactions
from the players.

There are several studies that offer a theoretical discussion on video game
translation as a category under the umbrella term of AVT. Even though these studies
investigate numerous audiovisual products, they also contribute to the theory of
video game translation. Gambier (2008) provides the reader with a detailed account
of the research on AVT in Translation Studies. After discussing the development of
AVT research within the discipline, the scholar analyzes the challenges in the task.
Despite the intersemiotic character of AVT, Gambier (2008) points out that the
research has often been limited to linguistic analysis. The reasons for this tendency
are identified as the literary background of most researchers as well as the difficulty
of carrying the analysis to a different dimension to study other modes of meaning.
Further, Gambier (2008) argues that video games can be studied from an AVT
perspective, as both the material at hand and the translation techniques used are
similar. It is important to emphasize that the article considers fan translations to have
high chances of being successful, as fans are aware of the general expectations of the
fan community.

Chaume (2018) discusses the question of terminology in his article and

demonstrates that the terminological challenge applies to AVT in general. The article
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elaborates on various terms, including, localization, adaptation, and transcreation.
After giving an overview of the evolution of AVT, Chaume (2018) argues that AVT
has had a big role to play in the expansion process of the definition of translation.
The article uses translation as an umbrella term and argues that “no other term can
explain all these new types of transfers better than the old concept of translation”
(Chaume, 2018, p. 95). Using the concept of norms proposed by Toury (1995), the
author emphasizes the choice of the material to be translated as the first step in the
process, and as fansubbers and fandubbers also choose which movies are chosen,
Chaume (2018) integrates the practice of fan translation to his study.

Mangiron Hevia (2007) produces one of the early examples that investigates
video games and their translations by carrying out a textual analysis. The article
starts out by discussing video game translation practices and what they entail. After
investigating the evolution of the video game industry and the definition of a video
game, Mangiron Hevia (2007) identifies the assets in a video game. This analysis
unearths the challenges that the translator faces while translating a video game, and a
video game is described as “an interactive multimedia text” which aims to entertain
its user (Mangiron Hevia, 2007, p. 307). Even though the article does not include a
case study, examples from different video games are used to identify seven skills that
the translators should possess to tackle the challenges during the translation process.

Mandiberg (2009) is one of the few scholars who challenges the concept of
localization in favor of translation. The article argues that localization and translation
exist but as separate processes that carry different connotations. The scholar points
out that localization claims to produce the same, whereas translation emphasizes the
differences. Therefore, the article promotes translation in the context of video games,

as the translators need to change the video game to ensure its suitability for a
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particular audience. With examples from the famous video game Kingdom Hearts,
Mandiberg (2009) demonstrates that each translation of a video game is unique and
different, which is the exact opposite of what localization claims to do by achieving
standardization.

Oers (2014) investigates video game translation practices by analyzing the
video game Beyond Good and Evil and its Dutch translation. The video game has
been translated into Dutch completely, meaning that the players can also choose to
play it with Dutch dubbing. Using the translation categories by Vinay and Darbelnet
(1995) as well as Mangiron and O’Hagan’s (2006) concept of transcreation, Oers
(2014) analyzes the translation strategies that have been used in the Dutch translation
of the game. One interesting result that the article finds is the wide use of literal
translation, even though translators are given nearly full authority to make any
changes that they consider necessary.

Costales (2014) discusses the video game translation practices in superhero
video games. He explains the choice of material by stating that superhero video
games are often related to other media, such as books, comics, or movies. As he
points out, a superhero video game generally has its own fan base before the game
has even been developed, as such fans enjoy using different entertainment media all
depicting the same universe. Costales (2014) argues that one of the challenges that
the translator faces is a video game’s multimodality, as text, sound, video, the
gamer’s actions, and even online gaming make up the gameplay experience for a
player. On the other hand, after analyzing the video game Batman Arkham Asylum
and its translation into Spanish, he emphasizes that the main character, Batman, has
been adapted to the Spanish culture, and the translator has chosen to transcreate,

which is one of the translation strategies to be chosen by the translator.
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Galhardi’s (2014) article investigates how fans stop being passive consumers
and actively engage in video games by producing amateur translations. The case
study chosen by Galhardi is a unique one, as the same video game, Chrono Trigger,
has six translations in total, two official translations and four fan translations.
Therefore, the case study gives the scholar the opportunity to comparatively study
the translations that were produced in a 15-year span. Galhardi (2014) argues that fan
translations generally limit themselves to the linguistic transfer of a video game,
leaving the content unchanged, but he also acknowledges romhacking practices that
specifically aim to alter the game’s content, sometimes not even transferring the
game to another language. One interesting finding of the study is that there is not a
visible pattern in terms of whether fan translations display a foreignizing or
domesticating approach (Venuti, 1995).

There are various studies that analyze the translation of a certain element of a
video game, such as register (e.g., Sajna, 2016) or humor (Touiserkani, 2015). Sajna
(2016) investigates the Polish translation of Dragon Age: Origins and asks the
question how remoteness in language is created. The scholar finds out that register is
conveyed by applying older lexemes in Polish. However, one interesting finding is
that the translation attempts to recreate a balance between the old register that
reflects the medieval setting and the modern language of the players to allow them to
follow the story without interruptions. On the other hand, Touiserkani’s (2015)
article on the translation of politeness reflects on the dynamics and ideology in his
country. The article analyzes Half Life 2 and its translation into Persian, aiming to
identify the implications of the translation strategies for the target audience and its

culture. The study concludes by pointing out that politeness in the Persian translation
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of the video game is an “adaptation strategy factor” that sheds light on the target
culture and the predominant ideology (Touiserkani, 2015, p. 801)

Numerous theses offer textual analyses of video game translations. Hyttinen
(2010) analyzes the Japanese video game Zero. Akai Cho and its two translations
into English, one for North America and the other for Europe. In the same year,
Szurawitzki (2010) focuses on the translation of the Japanese video game series
Sairen and justifies the choice of the video game with its rural Japan setting,
unearthing challenges inherent in the transfer of the rural elements. Ettinger (2014)
identifies the dominance of Japanese games and their English or Spanish translations
in video game translation research and therefore chooses to study Uncharted:
Drake’s Fortune and its translation into Dutch. Koelewijn (2015) is another scholar
who chooses to discuss the Dutch translation of a video game. In his master’s thesis
on Grand Theft Auto V, Koelewijn (2015) carries out an analysis and attempts to
demonstrate video game translation as a unique translation category with a strong
multimodal character. Another study that discusses the relationship between video
game translation and multimodality is Silva’s (2016) dissertation on the video game
inFamous 2 and its translation into Brazilian. In his work, the author uses a
multimodal corpus and aims to determine the translation strategies, evaluating them
and promoting Venuti’s (1995) domestication as the suitable solution, as it enables a
better gameplay.

Sainio (2019) investigates the translation of attack moves in the English
translation of the Japanese video game series Pokémon. In his thesis, he identifies the
names of the moves in all the Pokémon games, starting from 1996 and ending with
the release of the sixth generation in 2013, to detect whether there have been any

changes in the translation choices throughout the years. Sainio’s (2019) thesis is one
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of the few studies that analyzes the change in translation strategies within the same
video game series over time. Another study that approaches video game translation
from a different perspective is Strong’s (2018) dissertation. In his work, the scholar
focuses on the impact of the language spoken between the gamers on the translation
of video games. By involving the communication between the players as a factor to
be considered in the translation, Strong (2018) offers a new viewpoint to video game
translation strategies.

Jarstad (2018) studies the role-playing game (RPG) Undertale and its
translation into Japanese. The article questions how yakuwarigo, a style of language
that is specifically used in works of fiction and translation, is used in the Japanese
translation. This thesis is an example of studies that discuss the translation of games
into Asian languages. The results of Jorstad (2018) point out the freedom enjoyed by
the video game translators to use yakuwarigo to emphasize a character’s femininity
or masculinity where the source text does not offer any information. In other words,
Jorstad (2018) arrives at a conclusion that is in parallel with the idea of video game
translators receiving “carte blanche” to carry out their task (Mangiron Hevia, 2007,
p. 309).

As for the stand of video game translation research in Turkey, the number of
studies has been increasing despite video games receiving scholarly attention at a
comparatively later stage. One of the earliest studies that touches upon video games
is Sahin’s (2013) book. In his work, the scholar analyzes the developments in
translation technologies and how they can be integrated into translator training.
Under the category of localization, Sahin (2013) also considers video games and
their translation due to the technical steps involved in the process. The study also

discusses the importance of the cultural details and their transfer in localization and
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of considering the conventions of a locale. Odacioglu, Loi, Koktiirk, and Uysal
(2016) carry out another study that investigates translator training. In this study, the
scholars analyze the curricula of two universities, Atilim University and Roehampton
University, to measure the presence of video game localization. Even though the
article does not discuss the reason behind choosing these two universities, Odacioglu
et al. (2016) discusses the relationship between translator training and video games, a
research field that is largely neglected within Translation Studies.

A study that is worth mentioning is Okyayuz and Kaya’s (2018) article on the
teaching of audivisual translation. In their article, the scholars emphasize the
importance of placing multidisciplinarity in a central position for translator training.
The necessary change in the teaching methods is identified as related to the demand
from the market as well as to the dominance of technology and globalization in
today’s world. Even though the article investigates AVT teaching as a whole, video
games are also mentioned while discussing the benefits of training that encourages
multidisciplinarity and creativity.

The majority of the studies in Turkey carry out textual analyses and discuss
the translation challenges in a case study. To illustrate, Odacioglu and Koktiirk
(2015) analyze the fan translation of Wolfenstein: The Old Blood into Turkish. After
discussing the reasons that might drive fans to engage in translation activities, they
offer a comparative analysis between the source text and the fan translation. The
scholars also interview the fan translator and investigate the reception of the fan
translation and its playability by analyzing the online comments. The article is a
valuable contribution and paves the way for more research on video game
translation. However, the lack of discussion on the chosen examples for analysis

prevents the study from acquiring a systematic character.
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Onen’s (2018) master’s thesis analyzes two games from different categories,
Football Manager 2015 and League of Legends. As the latter game is also dubbed,
this study manages to integrate multimodal elements, especially audio, into the
analysis. After obtaining qualitative and quantitative data, the author also
investigates the comments on forums on the respective video games. As such, Onen
(2018) combines a multimodal textual analysis with the reception of video games.
Another study that pays attention to the multimodal character of video games is
Sener’s (2020) master’s thesis. Even though the thesis is not from Translation
Studies, it still carries elements from the discipline. Sener (2020) investigates how
The Witcher books have been transformed into video games, focusing particularly on
intermediality and literature. The discussion on the traces of the books on the video
games carries out implications for how video games can be analyzed systematically,
paving the way for an analysis that moves away from the verbal elements towards a
combination of different modes and media.

Another master’s thesis that discusses video game translation is Zan’s (2018)
study. This thesis investigates various video games and their translations using
Venuti’s (1995) dichotomy of foreignization and domestication and Aixela’s (1996)
concepts of substitution and conservation. Zan (2018) identifies culture-specific
items in ten video games and analyzes the translation strategies. One thing to note is
that, as pointed out by Sarigiil (2020), the thesis disregards fan translations entirely
because of their low quality. This seems in contrast with not only studies
investigating fan translation products and practices but also the argument that fans’
knowledge of pop culture as well as their expertise on a particular field can help

them produce more successful translations than professionals (e.g., Desjardin, 2017).
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Oncii Yilmaz and Canbaz (2019) analyze the translation of story-driven video
games and choose the popular video game The Last of Us for their case study. In
their article, the scholars study the video game’s subtitles into Turkish, and the video
game is viewed as a complex audiovisual text. Notably, Oncii Yilmaz and Canbaz
(2019) provide their reader with contextual information as well as images from the
video game, so that the subtitles can be considered alongside the visual elements.
Therefore, the article is a multimodal analysis of the translation. A similar strategy is
visible in the master’s thesis by Diri (2019). In this study, the scholar looks at video
games as well as web and mobile applications and their translations. In the chapter
devoted to video games, Diri (2019) offers visual material to offer the context for the
translation choices. Diri (2019) benefits not only from transcreation (Mangiron and
O’Hagan, 2006) but also Vermeer’s (1996) Skopos theory in his analysis.

Dinler (2022) is another master’s thesis that attempts to close the gap
between video game translation and other translation categories, such as literary
translation or technical translation. While doing so, the scholar acknowledges the
multimodality of video games as the most important feature that shapes the
translation strategies. Dinler (2022) analyzes Kingdom Come: Deliverance and its
official translation into Turkish and categorizes the translation decisions using
Venuti’s (1995) foreignization and domestication methods and Molina and Albir’s
(2002) translation strategies. He concludes that video game translations require a
variety of translation methods due to the strong multimodal character of video
games, but it is still possible to draw parallels between video game translation
practices and other translation types.

Sirkint1 (2022) studies the efficiency of machine translation systems in video

game localization. The scholar chooses the video game Kenshi to discuss whether
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post-editing can be used as a replacement for fan translation activities. The study
reaches the conclusion that even though the utilization of machine translation
relieves the translators of workload and enables them to work faster, certain
competences, such as creativity and knowledge of the game culture, influence the
post-editing process immensely. As a result, Sirkint1 (2022) dismisses the chances of
the raw product from machine translation replacing fan translation, but he also
acknowledges the possibility of widespread adoption of machine translation systems
in video game translation processes.

Onar (2021) is a master’s thesis that approaches the concept of video game
translation not from a Translation Studies perspective but from a game developer
viewpoint. In her study, Onar (2021) analyzes the video game Uncharted 4 and its
translation into Turkish. The thesis evaluates the translations and suggests
improvements, but the suggestions on the translation choices are also reviewed by an
expert due to the author’s lack of knowledge in translation theory. Onar (2021)
investigates the entirety of the video game by choosing examples from all the
chapters. However, the discussion on the translation strategies is not systematic but
based on personal value judgments. Nevertheless, the study demonstrates the
increasing attention to video game translation not only in Translation Studies but also
other disciplines.

Aktiirk (2022) is another master’s thesis that investigates video game
translation strategies. The study discusses the translation choices in the Turkish
official translation of W3WH. Similar to various other studies, Aktiirk (2022) uses
the binarism of domestication and foreignization as well as Skopos theory for her
analysis. Even though the scholar states that her study is largely limited to the

comparative analysis of in-game text from the subtitles, she also offers visuals from
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the video game to introduce the elements of the different modes. One can argue that
the number of examples that the study offers in its analysis is sufficient to arrive at
conclusions, but Aktiirk (2022) does not offer a discussion on the translation choices
in certain categories. Therefore, the evaluation of the translation choices is not
systematic, and as the judgment criteria are not defined, the study loses its
descriptive focus and acquires a normative character.

Lastly, two recent dissertations deserve special attention. Firstly, Karagoz
(2019) is the first dissertation in Turkey on video game translation processes. The
study focuses on video game localization from a holistic view, attempting to describe
how it functions both in professional and amateur groups. After his investigation,
Karagdz (2019) identifies three groups: professionals, semi-professionals, and
amateurs. As the author discusses the actors taking part in the process, he draws a
clear picture of the video game localization practices in Turkey. Furthermore,
Karagdz (2019) analyzes the popularity of video games as well as the development
of the video game industry, which is also marked by the participatory culture.
Similarly, Sarigiil (2020) investigates the professional and amateur fan translation
practices in Turkey. He chooses two video games for his case study and conducts
surveys and interviews to understand how the localization process works in the two
different settings. These two dissertations offer a comprehensive analysis of the
transfer of video games into Turkish, enlightening the dynamics both in official

settings and fan groups.
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CHAPTER 2

THEORETICAL FRAMEWORK AND METHODOLOGY

This chapter aims to introduce the theoretical framework and methodology used in
the thesis. As the study deals with video games and their transfer into different
languages and cultures, a terminological discussion is offered to draw a picture of the
research on video game translation in Translation Studies. While analyzing video
games, the thesis prefers the concept of translation instead of the commonly used
localization, referring to Bernal-Merino’s term “translation of multimedia interactive
entertainment software” (2013, p. 141). Additionally, the thesis revisits Reiss’ (1971)
and Berman’s (1995) translation criticism models to discuss how video games and
their translations can be studied in a systematic and comprehensive way, attempting
to suggest a model for a video game translation criticism. Moreover, in this criticism,
video games will be considered multimodal texts in parallel to Kaindl’s “multimodal
conception of translation” (2013, p. 49), emphasizing the components that constitute
a video game. Lastly, the place of such a multimodal video game translation criticism
within Translation Studies is evaluated as part of the “technological turn” in the

discipline (Cronin, 2010; O’Hagan, 2013).

2.1 Multimodality

Multimodality could not find itself a place in Translation Studies for a long time, as
the discipline chose to solely focus on the verbal elements of a text, effectively
turning the discipline into a monomodal one (Gambier & Munday, 2014). The
discussions on multimodality have widespread implications for the core of

Translation Studies. To illustrate, Gambier (2006) states that “no text [emphasis in
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original] is, strictly speaking, monomodal” (p. 6), arguing that every text has
multimodality in it, due to elements such as the font, letter size, and page layout.
When this premise is accepted, the question then becomes how to investigate the
non-verbal elements alongside the verbal ones (Kaindl, 2013). Therefore,
multimodality and the discussion surrounding it has changed Translation Studies
fundamentally, adding more factors to be considered in research.

Even though multimodality had been a topic of discussion in various
disciplines, such as linguistics and semiotics, Kress and van Leeuwen’s (2001)
arguments for a multimodal communication theory formed the essence of the
integration of multimodality into Translation Studies (Kaindl, 2013). In another
work, Kress and van Leeuwen (1996) investigate how the visual elements create
meaning alongside the verbal elements, thus introducing different modes and how
they come together as well as how a “visual grammar” (p. 1) differs from a
“linguistic grammar” (p. 3). As they build upon their attempts to identify the function
of visual elements in creating meaning, Kress and van Leeuwen (2001) move to a
more general theory of multimodal communication and argue that multimodal texts
make “meaning in multiple articulations” (p. 4). As a result, it is the existence of
various modes and the combination of them that become relevant in understanding a
multimodal text.

The emergence of multimodality as a research topic in Translation Studies
overlaps with the challenges presented to the equivalence paradigm by target-
oriented approaches (Kaindl, 2013). Nevertheless, there have been various
suggestions from scholars on how to integrate multimodal elements to translation
theory. To illustrate, in the translation criticism model of Reiss (1971), the fourth text

type is the audio-medial text, which she describes as “dependen[t] on non-linguistic
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(technical) media and on graphic, acoustic, and visual kinds of expression” (p. 43).
As for the examples of this category, Reiss (1971) names radio and television
programmes, theatrical works, and any type of text that is accompanied by music,
such as songs and choir performances. Nevertheless, the scope of research on
multimodality has been growing, focusing on various other genres. From a
multimodal perspective, Oittinen (2003) analyzes the translation of picture books as
a combination of the visual and verbal elements, whereas Torresi (2008) studies the
translation of different modes, especially the visual mode, prevalent in
advertisements.

Multimodality is an especially useful concept for analyzing retranslations in
our globalized world, as it successfully emphasizes the complex meaning-making
processes in retranslations that are often accompanied by sound and image
(Albachten & Giirgaglar, 2020). A recent example that highlights the multimodal
nature of retranslation is Okyayuz and Sancaktaroglu Bozkurt’s (2022) article on the
translation of Nasreddin Hodja from an oral literary work into a cartoon for visually
and hearing impaired and children. Further studies on multimodality in Translation
Studies include Lee’s (2013) analysis of the relationship between translation and
multimodality as well as how meaning is created in the technology-driven era, and
Ketola’s (2016) multimodal cognitive framework that combines illustrations and
words in the translation of technical texts.

One research area in Translation Studies that heavily makes use of
multimodality is AVT (Gambier, 2006). This is hardly surprising, as even the
definitions of this practice often emphasize the different modes in audiovisual texts.
To illustrate, Pérez-Gonzalez (2009) defines AVT “as a branch of translation studies

concerned with the transfer of multimodal and multimedial texts into another
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language and/or culture” (p. 13). Zabalbeascoa (2008) describes an audiovisual text
as “a communication act involving sounds and images” (p. 21), emphasizing that
such texts might consist of different modes. Even though subtitling and dubbing are
considered the most common translation forms in AVT (Pérez-Gonzalez, 2009, p.
13), other types of AVT, including surtitling, voice-over, audio description for the
blind and visually impaired, and translation in live performances, have been gaining
increased attention from Translation Studies (Diaz-Cintas, 2008). As a matter of fact,
Cabrera and Bartolomé (2005) identify 17 different practices under the umbrella term
of AVT.

As AVT has been expanding, video games have become a research topic as
well. Video games have numerous similarities to other audiovisual texts, in terms of
both the modes they include and the translation practices they require (Bernal-
Merino, 2007; Mangiron & O’Hagan, 2006). Mejias-Climent (2017) describes video
games “as the most sophisticated example of audiovisual text in terms of [...]
multimodal nature” (p. 109), further emphasizing the complex multimodal character
of video games. In a video game, a combination of audio, visual, and textual
elements create meaning, and it should not be forgotten that the interplay between
these different modes contributes to the players’ immersion. In other words, the
successful interaction of the modes mentioned enables players to actively engage

with the game, giving the video games their interactive character.

2.2 Video game translation
The concept of video game translation seems self-explanatory despite the existence
of a variety of terms for describing both translation and video game. Before

attempting to define video game translation, it is first necessary to discuss what a
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video game is. Several scholars (e.g., Mangiron & O’Hagan, 2006; Munday, 2009)
follow the definition that video games are “any forms of computer-based
entertainment software, either textual or image-based, using any electronic platform
[...] and involving one or multiple players in a physical or networked environment”
(Frasca, 2001, p. 4). As this definition does not reflect the advancements in
technology and gaming industry, Bernal-Merino (2013) criticizes Frasca’s (2001)
attempt as being too narrow. He chooses to describe video games as “a multimedia
interactive form of entertainment for one or more individuals, powered by computer
hardware and software, controlled by a peripheral [...] and displayed on some kind of
screen [...]” (Bernal-Merino, 2013, p. 24). Accordingly, video game translation then
can be defined as the “interpretation and recreation for a different specific purpose”
(Bernal-Merino, 2013 p. 141) of such entertainment products. Even though the
scholar uses the term “video game translation” in his study, he points out that he
prefers “the translation of multimedia interactive entertainment software” (Bernal-
Merino, 2013, p. 141), as it addresses the variety in games as well as their various
assets and characteristics.

The use of translation to describe the transfer of video games to make them
available for other audiences is also a debated topic. As Bernal-Merino’s (2013)
preferred term also demonstrates, video games essentially consist of software, which
is why localization is often used instead of translation. One of the scholars who wrote
extensively on localization is Esselink (2000). In his influential guide for
localization, localization is described as “the translation and adaptation of a software
or web product, which includes the software application itself and all related product
documentation” (Esselink, 2000, p. 1). In the same work, he also borrows the

definition provided by LISA and states that “[l]Jocalization involves taking a product
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and making it linguistically and culturally appropriate to the target locale
(country/region and language) where it will be used and sold” (Esselink, 2000, p. 3).
Even though the descriptions might look similar at first sight, Pym (2002) rightly
points out that the former definition determines software as the material to work
with, whereas the latter expands on it and moves the transfer process to any product.
This criticism demonstrates that even in a work that offers “a rather complete set of
introductory materials” for students (Pym, 2002, p. 189), the definitions might be
blurry. O’Hagan (2015) also criticizes Esselink’s definition and highlights that his
definition fails to demonstrate the new developments that separate localization from
translation.

The problematic nature of a definition becomes clear with scholars feeling the
need to adapt their definitions due to their shortcomings. To illustrate, Esselink
(2003) alters his definition of localization and states that “localization revolves
around combining language and technology to produce a product that can cross
cultural and language barriers” (p. 21), indicating that localization, as he views it, is
not limited to software or web products. Yunker (2002) defends a similar perspective
and underscores that localization can be defined as the “process of modifying a
product for a specific locale” (p. 17). In his glossary, Pym (2011) does not offer a
definition but highlights that in some cases, localization is used “only [to] refer to
work on digitized content” (p. 85), whereas in others it is regarded as “a mode of
translation paradoxically defined by the incorporation of ‘internationalization’ [...]
into the workflow” (p. 85) The latter definition sets localization as an encompassing
term to translation, but it also brings another term, “internationalization,” to the
picture. Indeed, from an industry point of view, localization is often viewed within

the framework of a new “globalization, internationalization, localization and
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translation (GILT)” sector (LISA, 2003, p. 6). As one of the categories in this sector,
translation is limited to “the written text or spoken words” (Esselink, 2000, p. 4), and
since no such limitation exists for localization, “generally localization is seen by
industry as a superordinate term that encompasses translation” (Munday, 2016, p.
288).

In addition to the difficulty of defining localization, scholars also question
whether it is the proper term for video games to begin with. Mangiron and O’Hagan
(2006) argue that “in game localisation, transcreation, rather than just translation,
takes place” (p. 20), referring to the freedom enjoyed by translators while working on
video games. It is interesting to note that the term transcreation was first used for the
translation of sacred texts in India and was defined by Purushottama Lal as a
“readable and not strictly faithful translation” (Kothari, 2003, p. 36). Later, Haroldo
de Campos uses transcreation to refer to a “creative literary translation” approach
that translators utilize while translating contemporary poetry in Brazil (Jackson,
2010, p. 139). Vieria (1999) explains that transcreation, alongside the other terms
that de Campos used to refer to translation, is an attempt at “a transformative
recreation of inherited tradition” (p. 97). In other words, through the use of
transcreation, de Campos aims to emphasize that the translator does not only use a
level of creativity that matches the one of the author (Cisneros, 2012) but also creates
a product that is utilized for a different purpose than the original work (Vieria, 1999).
Mangiron and O’Hagan’s (2006) understanding of the term diverges considerably
from both the Indian context and the Brazilian tradition, as the two scholars argue
that the transcreation of video games takes place to protect the “look and feel” of the

original to present itself as an original work as well (p. 12). Despite the history of the
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term, transcreation has a solid place within Translation Studies and is used for both
video games and advertising (Munday, 2016, p. 260).

In his work, Bernal-Merino (2013) mentions rewriting, adaptation, and
transadaptation as various other terms that are used while discussing video games.
The fruitful debate on terminology successfully demonstrates the complex nature of
video games and their journey to other cultures, languages, and audiences.
Nevertheless, Schiler’s (2010) argument that localization is often defined as “like
translation, but more than that” (p. 210) can be applied to the other terms as well,
indicating that the attempts to highlight the complexity of such practices reduce
translation to a mere word-transfer process. Translation emphasizes differences, and
it attempts to enable communication despite the impossibility of achieving
perfection, whereas localization assumes that the same meaning can be created, thus
hinting at a universal consumption of the same product (Mandiberg, 2009).

This thesis challenges the way translation is indirectly depicted as a simple
and unproblematic process through the use of other terms, but it also acknowledges
that the same terms enable translation to disguise its “unpleasant imperial aftertaste
left by agonistic conceptions of translation as conquest” (Cronin, 2003, p. 63). After
all, localization particularly does an effective job in “engag[ing] effortlessly with the
‘local’” (Cronin, 2003, p. 63), and transcreation underscores the necessity of altering
the text with nearly unlimited freedom (Mangiron & O’Hagan, 2006). Even though it
is true that translation would receive more resistance than these newer terms to make
the same arguments, despite its shortcomings, translation is the most suitable concept
to explain the transfers taking place in video games and audiovisual products in

general (Chaume, 2018).
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2.3 Translation criticism
Translation criticism can be defined as the “objective” (Reiss, 1971, p. 4),
“systematic” (van den Broeck, 1985, p. 56), and “productive” (Berman, 1995, p. 23)
analysis of a translation. The relationship between criticism and translation has been
a topic of discussion since long before the establishment of translation studies as a
discipline, and one can argue that every translation itself is a critical act to begin
with. Dryden (1680/1992) highlights the critical nature of translation by boldly
claiming that “[one] should be a nice critic in his [sic] mother tongue before he [sic]
attempts to translate a foreign language” (Preface). Even though Dryden has the
translation of poetry in mind, his statement successfully demonstrates that criticism
has an important place alongside translation and that it is not limited to the
evaluation of translations.

Each translation consists of a critical reading of a text (Folkart Di Stefano,
1982), and the criticism inherent in translation is a topic of discussion in its own
right. However, criticism as a form of evaluation is to be distinguished from this
critical character of translation (Lefevere, 1987). There are various views about what
a translation criticism is or what it should do, and the place of this endeavor within
Translation Studies is also discussed. In his famous map of the discipline, Holmes
(1988) puts translation criticism as a separate sub-category under the applied
translation studies branch and argues that translation criticism is one of the activities
that contributes to and benefits from the pure branch of the discipline. Toury (1995)
interprets the branches differently and views the applied branch of the discipline as
an extension, thus challenging the unidirectional influence between pure translation

studies and applied translation studies argued by Holmes (1988).
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Translation criticism and how to achieve quality in translation are two topics
that are closely related to each other, and one of the scholars that contributed to the
discussion before the establishment of Translation Studies as an independent
discipline is Nida. In his influential work, Nida (1964) coins the terms “formal
equivalence” and “dynamic equivalence” that he describes as “two basic orientations
in translating” (p. 159). Nida (1964) uses the former to describe the type of
equivalence between the source text and the target text that focuses on form and
content, whereas the latter gives priority to the message or meaning. As Nida and
Taber (1969) later describe translation as “reproducing in the receptor language the
closest natural equivalent of the source-language message, first in terms of meaning
and secondly in terms of style” (p. 12), it becomes evident that they prioritize
meaning over form. This is in parallel to Nida’s (1964) argument that translations
can be judged according to three criteria: “general efficiency of the communication
process,” “comprehension of intent,” and “equivalence of response” (pp. 182-184).

Despite having important implications for translation criticism, Nida’s (1964)
ideas do not present a systematical and reliable model that can be utilized for
analysis. The assumption that an equal response would result in a “good” translation
brings various issues, and House (2001) questions how the equivalence of the
response can be measured. As such, she argues that the reaction of the target reader
cannot be used as a criterion in quality assessment. Further, Meschonnic (2003)
challenges the binarism of formal equivalence and dynamic equivalence and points
out that a separation of this kind would mean disregarding an indispensable level of
the text that functions as a whole. Nevertheless, despite the criticism that it received,

Nida’s (1964) focus on the target reader for evaluation of translations has had a
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profound influence on Bible translation in particular and Translation Studies as a
whole.

Even though there are different opinions about what a translation criticism
might look like, one point that the scholars generally agree upon is that it should not
be an error identification process. Van den Broeck (1985) believes that “error
analysis” may be useful in translation didactics but not in translation criticism (p.
58), and he therefore disapproves of the attempts at criticism that solely rely on
subjective value judgments. Similarly, Douma (1972) considers subjective
evaluations that do not even describe the criteria they are based on as “of little
interest to the public” (p. 95). In order to ascertain the objectivity of the criticism,
Reiss (1971) believes that the critic should try to unearth the reason behind “the
(alleged) error” (p. 4). Unlike determining arbitrary criteria and evaluating the
translation accordingly, offering an explanation for the translator’s choices would
open up a discussion, leaving the door open for other opinions and perspectives.

Popovic is one of the scholars who writes extensively about translation
criticism and its functions as well as purposes. While discussing the status of
Translation Studies in Slovakia, he highlights the importance given by Slovak
scholars to textual analysis and states that translations can be studied “from [their]
stylistic, communicational, semiotical, comparative and [...] praxeological aspect[s]”
(1975a, p. 110). Even though Popovi¢ does not directly associate these terms with
translation criticism, the aspects that he mentions demonstrate that he promotes
analyzing translations from a wider perspective instead of solely carrying out a
textual analysis. His views on criticism become even clearer in another work, where
he argues that translation criticism has three primary functions: “postulating,”

“analytical,” and “operative” (Popovic, 1975b, p. 249). Popovic¢ describes these
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functions as “to the translator,” “to the text,” and “to the reader” respectively (1975b,
p- 249), indicating the three necessary elements inherent in any translation criticism.

In order to understand the status of translation criticism alongside the source
text and the target text, a more detailed look into Popovic¢'s understanding of
translation becomes essential. Two concepts that build the base of Popovic¢’s
translation theory are metacommunication and metatext. In his comprehensive
account of Popovi¢’s thoughts on translation, Spirk (2009) identifies how Popovi¢
extends his earlier theories and puts metacommunication and metatext to the center
of his model. According to Popovi¢ (1976), the source text is the “prototext” and
belongs to the primary communication alongside the author and the receiver (p. 226),
whereas all the other texts and the people who produce them are a part of the
metacommunication. As such, “[m]etatext is a model of the prototext” (Popovic,
1976, p. 227) and creates an intertextual continuity. Translation criticism, as it works
with the same prototext as the translation, therefore falls under the category of
metatext and forms the third chain of communication (Popovic, 1973). In this case,
the primary communication chain is built by the source text and the second one
(metacommunication) by the translation itself.

As Popovic (1976) puts translation criticism alongside translation and other
literary forms that derive from a text, he opens up a discussion about the status of
translation criticism as well. Every criticism of a translation thus becomes a reaction
to a translation (Spirk, 2009), with the critic producing a metatext that shares an
“inter-textual continuity” with both the source text and the target text (Popovic,
1976, p. 225). Adapting this viewpoint, Odrekhivska (2017) argues that the
interaction between the metatexts themselves might even overshadow the

relationship between the metatexts and the prototext. Even though she does not put

36



particular emphasis on translation criticism, Odrekhivska (2017) points out that the
conversation between the metatexts can create the conditions for a retranslation.

The potential necessity for a retranslation constitutes the core of Berman’s
(1995) translation criticism model as well. As Berman (1995) attempts to find “a
consensual [emphasis in original] basis of judgment” (p. 6), he underscores the
importance of translation criticism as a “life-giving [...] act” (p. 79). After providing
the reader with a translation criticism of John Donne’s poetry into French and
Spanish, Berman (1995) concludes by sharing his hopes that his analysis offers the
reader a clear and detailed picture of “the global and historical space of [...] a
retranslation” (p. 199). In short, Berman (1995) believes that translation criticism
should be “productive” (p. 23), as it engages in a conversation with the existing
metatexts, paving the way for additional ones in form of retranslations. While
analyzing a translation, the critic lays out the groundwork for a retranslation in case
the translation has failed, thus creating the perfect space for a retranslation to emerge.

Berman’s (1995) translation criticism model consists of six stages, and these
are: the reading and rereading of the translation, the reading of the source text, the
research on the translator, the comparative analysis and evaluation, and the
preparation of the space for retranslation (if necessary). In six steps, Berman’s model
(1995) allows him to investigate the “confrontation” (p. 5) between the source text
and the translation with the goal of providing information to the readers. It should be
mentioned that the categories are not limited to the texts themselves. As the third

29 ¢

stage consists of analyzing the “translating position,” “translation project,” and
“translation horizon” (Berman, 1995, p. 66), the criticism model attempts to explore

the whole translation process. Consequently, France (1996) states that the model

proposed by Berman (1995) challenges the perception of the “invisibility” (Venuti,
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1995) of the translator, bringing the criticism of translations to the same esteem as
the one of non-translated literary works.

One common point in both Van den Broeck (1985) and Berman’s (1995)
translation criticism models is their emphasis on literary works. As such, their
models leave out other types of translation without offering an explicit reason for this
choice. Despite being published at an earlier date than the two scholars, Reiss (1971)
warns of the danger of focusing on one genre and attempting to generalize the
findings to “all [emphasis in original] texts” (p. 7). Reiss (1971) points out that she
does the opposite, by starting from the general and then moving to the particular
categories and genres. To achieve this, she (1974) uses Biihler’s (1965) three
functions of language and differentiates between the informative, expressive, and
operative text types. As for texts that do not only include linguistic but also non-
linguistic media, Reiss (1971) uses the term “audio-medial” (p. 43), increasing the
material that can be criticized from a Translation Studies perspective immensely.

Reiss’ translation criticism model and text typology places the function of the
texts in the center. This emphasis on the function builds the basis for Skopos theory,
which argues that the purpose of a translation determines the translation choices and
strategies by the translator (Vermeer, 1978). Vermeer (1986, p. 42) takes this
argument even further and states that the source text has been “dethroned” by the
skopos. However, Reiss’ (1971) criticism model is in a middle ground between the
purpose and the source text as the dominant force behind how a translation is
produced, since unlike Vermeer (1986), she argues that it is not the purpose of the
translation but the function of the source text that determines the translation
strategies. Therefore, when Reiss (1971) proposes translation methods for the

translators and evaluation criteria for the critics of translations, she does not
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disregard the source text and states that there can be “no critique without a
comparison with the original” (p. 9).

Even though Reiss (1971) gives priority to the source text, there are still
several issues with using the function of texts as the core criteria while categorizing
them. To illustrate, Snell-Hornby (1990) is one of the scholars who points out that
the function of literary works may not be easily determined. Similarly, Kohlmayer
(1988) deems Reiss’ text types as inapplicable to literary works, as such works do
not offer the reader a single way of interaction. Despite the criticisms, Reiss’ (1971)
model is highly influential for translation criticism and Translation Studies as a
discipline. By acknowledging different text types, Reiss (1971) paves the way for an

inclusive translation criticism that does not limit itself to literary texts.

2.4 Methodology

Throughout the thesis, I carried out a multimodal video game translation criticism
analysis of the two translations of W3WH. Therefore, the primary sources that I used
are the video game W3 WH in English, the official translation into Turkish produced
by 23 Studios, and the fan translation into Turkish prepared by the fan group in
Donanim Haber. The video game is regarded as a complex multimodal text, in which
various modes come together and shape the player’s gameplay experience. Even
though only the textual elements are translated in both translations, this does not
prevent the critic to question to what extent the translators have taken into
consideration the fact that they are working on a multimodal text which is supposed
to be played and enjoyed. Therefore, the criticism involves the acoustic, graphic, and

visual elements in the video game.
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As I traced the translators’ decisions and strategies, I applied the translation
criticism models proposed by Reiss (1971) and Berman (1995). The reason for
combining the two models is even though Reiss (1971) makes it possible for video
games to be analyzed under the category of audio-medial text type, she does not offer
a detailed step-by-step criticism model that can be followed. On the other hand,
Berman’s (1995) model can be comfortably applied because of its detailed
instructions and examples. However, he solely focuses on literary translation,
meaning that video games, or any other audiovisual product for that matter, do not
have a place in the model. A combination of these two models makes a systematic
translation criticism of a video game and its translations possible.

One point worth mentioning here is that Berman’s (1995) criticism model is
intended to criticize a single translation of a work and its source text. Nevertheless,
Berman (1995) also argues that the criticism might involve the other translations of
the same work, indicating Berman’s goal of achieving a thorough investigation of
translator strategies. This thesis is against the idea of bringing one of the translations
to a higher position. As such, the two translations were analyzed alongside each
other, resulting in a comparative analysis that focuses on three multimodal texts. As
the thesis proposes to integrate the multimodal aspects of the video game into the
criticism, the data is presented in forms of images of game content that allow the
reader to understand the context in a more complete way.

As for the individual steps of the translation criticism, Berman’s model was
followed. The parts in the original that require particular consideration as well as
examples that display the translators’ strategies were offered alongside visual data.
Information about the translators, their backgrounds, and experiences were presented

as well, as “going to the translator is an essential methodological turning point”
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(Berman, 1995, p. 57). This stage was succeeded by the purpose of the translation
and how the translators “internalize” the task and the translation norms of the target
culture (Berman, 1995, p. 58). It is precisely the extent and mode of this
internalization, or compromise, that the criticism intends to explore further by
studying the two translations. Lastly, the thesis carried out a comparative analysis of
the textual elements, considering the multimodal nature of the video game and the
translations at the same time.

As The Witcher games are based on the books of Sapkowski, the literary
works and their translation journeys are relevant for the criticism. This does not
mean that the literary works determine the translators’ decisions, but the existence of
a connection to The Witcher works and their translations, or the lack of a connection
for that matter, might highlight fans’ expectations and possibly certain translation
choices. Accordingly, this criticism attempts to focus on the translations of video
games into Turkish, but it also aims to offer a holistic picture of translation of fantasy

works in various media.
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CHAPTER 3

HISTORICAL BACKGROUND OF THE WITCHER

3.1 A short biography of Andrzej Sapkowski

Andrzej Sapkowski is one of the most influential fantasy writers in not only Europe
but the whole world. His novels and stories, in particular The Witcher saga, have
brought him worldwide fame and made him one of the two most well-known
contemporary Polish authors alongside Jacek Dukaj (Pindel, 2021). With an active
writing career of over 35 years, Sapkowski’s works have been translated into over 30
languages, making him a respected figure in literary circles.

Sapkowski was born in 1948 in the Polish city of £.6dz and studied
economics at the state university in his hometown. Although he started a career as a
sales representative, he entered the literary world shortly afterwards as a translator of
fantasy works, notably translating Cyril Kornbluth’s short story “The Words of
Guru” into Polish. His interest in other writers from the world, such as Ray Bradbury
and Harry Harrison, reveals that Sapkowski’s relationship with the fantasy and
science fiction genres started at an early age (Flamma, 2020). In an interview
featured in his biography written by Flamma (2020), Sapkowski points out that when
he started his writing career as a fantasy writer, Tolkien was the only name who
could be considered canon, indicating an influence of Tolkien’s style and approach to
fantasy on his own. Nevertheless, it would not be accurate to describe Sapkowski’s
way of writing as an imitation of Tolkien’s, as Sapkowski has been successful to
create fantasy works in Polish as well as to establish the heroic-fantasy genre in his

country (Julkowska & Werner, 2018).
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Even though Sapkowski has not limited his literary work to the fantasy genre
alone, a major part of his popularity comes from The Witcher saga. Having said that,
his Hussite Trilogy has also brought him renown, especially in the Slavic world. In
contrast to his The Witcher, this trilogy is a successful example of historical fantasy,
mixing Polish history with fictional elements. It is hardly surprising that the Slavic
world was particularly interested in Sapkowski’s Hussite Trilogy, as the development
of historical fiction as an independent genre is particularly visible in Poland and
Russia (Julkowska & Werner, 2018).

Thanks to his successful literary career, Sapkowski has become a widely
researched figure in academia as well. The collection edited by Dudzinski and
Ploszaj (2016) features a bibliography of research on Sapkowski’s works consisting
of 100 studies. The three categories in which the existing research is listed are the
studies on Sapkowski’s novels and stories on The Witcher saga, Sapkowski’s other
works, and adaptations of Sapkowski’s works. It should be noted that this
bibliography is limited to research in Poland and to the studies until the year 2015,
which is exactly the release year of W3WH, making it possible to assume that the
popularity of the author and therefore the amount of research on him has been

increasing steadily.

3.2 Historical Overview of The Witcher

The Witcher book collection was written by Andrzej Sapkowski, a Polish writer who
earned worldwide fame thanks to his literary works. The majority of his works are
fantasy novels that are heavily influenced by Slavic mythology, Polish folklore, and
medieval literature. As the author’s most famous work, The Witcher saga consists of

a series of critically acclaimed novels and has been translated into numerous
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languages, reaching international renown. The first works related to The Witcher
were short stories that were published in the Polish magazine Fantastyka in 1986. A
part of these short stories was published in book format in the following years.

The book collection consists of eight books: two short story collections, five
books of the saga, and one standalone novel. Even though all the events take place in
the same universe, the publication timeline does not follow the chronology of the
depicted events. The stories are set in an unnamed continent with small kingdoms
and duchies, and this continent is occupied by not only humans but also different
creatures, including elves, dwarves, and monsters. The protagonist in the stories is
Geralt of Rivia, a monster hunter, also called a witcher. Even though witchers are
mercenaries that turn into emotionless soldiers after their training, Geralt is an
exception and does not lose his emotions. As a result, he finds himself in the middle
of political intrigues and love stories.

As Geralt travels the Continent and takes on contracts to slay monsters that
endanger the people, his complex character and sense of righteousness bring him
recognition as well as notoriety. Despite being arguably the most famous witcher of
his time, his advanced combat skills and witty nature are usually not enough to save
him from trouble. Geralt is haunted by his past and the poor choices he made,
resulting in a deeply flawed but also a relatable character. Sapkowski’s efficient
work as a storyteller has turned Geralt into a memorable character whose
development and compelling story has captivated fans for decades. It is precisely this
strong basis that has allowed Geralt in particular and The Witcher saga in general to
be translated into different media, making it possible for fans to engage with the

story in different ways.
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Even though Sapkowski’s fame started with his books and continued with the
video games, Sapkowski is reluctant to acknowledge the role of the games. In one
interview, he claims that the video game company “bravely conceals the game’s
origins” and states that he himself “made the games popular” (Bajda, 2017).
However, in the same interview, he also gives the games credit, as they “in some
capacity might have boosted” the sales of the books (Bajda, 2017). This does not
reflect his stance towards using game-related material in the books, which he
opposes strongly by saying that foreign publishers are doing “a disservice by
painting the books with artwork borrowed from the games and including game
advertisements and game related blurbs inside” (Purchese, 2012).

After its initial beginning with short stories and novels, The Witcher has then
become a media franchise that encompasses various media forms. Alongside the
video game series, of which the third game and its two translations form the topic of
this thesis, there are also movies, television series, animations, graphic novels, board
games, card games, and even a musical that contribute to The Witcher saga and thus
pop culture. As the number of media increases, the inconsistencies in terms of
narrative and world depiction among the productions becomes visible as well. To
what extent these different works commit to or contradict the canon is not within the
scope of this thesis. Nevertheless, from a Translation Studies perspective, the
translations of the books and the popular Netflix series into Turkish might still be
relevant, even though both are presented to the public years after W3WH was

translated into Turkish.
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3.3 W3WH
W3WH is the third installment of the fantasy and action RPG series based on
Sapkowski’s The Witcher saga. Succeeding The Witcher and The Witcher 2: Assassin
of Kings (W2A0K), W3WH was released on 19" May 2015 for Microsoft Windows,
PlayStation 4 as well as Xbox One. The video game was developed by CD Projekt
Red, and its distribution was carried out by Warner Bros. Interactive Entertainment
and Bandai Namco Entertainment. W3WH’s success started even before its release,
winning 206 awards by 23" March 2015, and thus breaking the record for “most
awards won by a videogame prior to release” (Guinness World Records: Gamer’s
edition, 2016, p. 141). As a result, it is no surprise that W3WH had a massive impact
in the gaming world; the game reached the mark of 4 million sales in two weeks
alone (Wawro, 2015), arriving at a total of 40 million sales in 2022 (LeBlanc, 2022).

Similar to Sapkowski’s books, the protagonist of W3WH is the monster
hunter, or witcher, Geralt of Rivia who travels across the “war-torn, monster
infested” (Steam, 2023) Continent while tracking Ciri, his adopted daughter. Ciri
possesses unique supernatural abilities and is therefore pursued by the mysterious
organization Wild Hunt that aims to use Ciri’s powers for its bad intentions. Even
though the choices that the player makes shape how the story unfolds, the main
storyline revolves around Geralt’s attempts to reach Ciri before the Wild Hunt can
succeed in its vigorous pursuit. During his quest to find her, Geralt comes across
numerous factions, individuals, and monsters, and the choices of the player at these
encounters determine the progression of the story.

W3WH is an open world video game, meaning that the players are able to
roam the virtual world and discover its depths at their own pace. This freedom to

progress with the game’s objectives is further enriched by numerous side quests as
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well as mini games, most notably the card game Gwent. Even though each player’s
speed will be different, an average player requires over 50 hours to complete the
game’s main storyline alone (Llewelyn, 2022), whereas a completionist player who
wishes to discover all the details of the game by checking the alternate choices,
reaching different endings, and playing through the expansion packs might need
close to 700 hours (Glagowski, 2021). In addition to the complex and thought-
provoking choices that the players need to make, the highly versatile and detailed
combat system accompanied by advanced graphics contributes to the game’s success,
making it one of the most well-known RPGs worldwide.

The lasting popularity of W3WH can partly be attributed to the new content
that CD Projekt Red has been adding to the video game. Alongside the downloadable
content that the players receive after purchasing W3WH, there are two separate
expansions that add new items, quests, characters, and locations to the base game.
The first expansion, Hearts of Stone, was released on 13" October 2015, whereas the
second one, Blood and Wine, followed less than a year later on 31 May 2016. As
late as 14" December 2022, after 7 years since the video game’s official release,
W3WH received another update and saw significant additions and extensive changes.
Even though the focus of this “next-gen update” lies on technical improvements,
such as enhancing the game’s graphics and creating a more fluid gameplay
experience for the players, the update also includes new quests in addition to armor
and swords inspired by the Netflix series of the saga. The latest update and the
expansions demonstrate the efforts of CD Projekt Red to extend the lifespan of
W3WH, and the company seems to be successful in its aim, as the game’s popularity

remains to this day.
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CHAPTER 4
TRANSLATION CRITICISM OF THE OFFICIAL

AND FAN TRANSLATIONS OF W3WH

4.1 Background information about the translations

The fan translation was released on 26" March 2016 by a group of fans organized in
Donanim Haber, an online forum that specializes in technology and technological
products. On 16™ September 2015, the process started when a user created a topic
within the subcategory of “video game patches” and in a now edited and therefore
unavailable message stated his intention to translate W3WH into Turkish. Even
though this user started the translation on his own, after listening to other users’
comments about the task being impossible to finish alone, he slowly formed a group
of translators and took on the role of project manager of the fan translation. It is
important to note that despite the translation being carried out by a group of 10
people, the fan translators managed to involve the other users by making them a part
of the decision-making process. To illustrate, important decisions regarding what to
do with proper names or monster names were always reached according to the
wishes and preferences of the fans (TxsMelih, 2015a).

The fan translation group started the translation process without any intention
of earning money, and they repeatedly refused other fans’ offers to support them
financially throughout the process. They argued that the reason behind their decision
to translate W3WH is making it available for as many players as possible, and since
it is a video game that involves a rich world and numerous languages varieties,
ranging from grandiloquent language to regionalisms, the fan translators stated that it

constitutes a challenge even for the people who are proficient in English
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(yamacil771, 2015d). Because of the technical difficulties, they pointed out that their
translation would only be available for the computer users, leaving the console users
out (TxsMelih, 2015b). As the only way for console users to benefit from the fan
translation is convincing CD Projekt Red to make it official, the translator group
contacted the developer company various times, but the responses they received were
largely negative while leaving the door open for discussions at a later time
(_Witcherer , 2016a).

As mentioned above, the first version of the fan translation was released on
26 March 2016, indicating that the team managed to translate 900.000 words in
little over 6 months. The pace of the fan translation made several forum users
question the quality of the translation (Mega Therion, 2015), and to answer these
criticisms, the fan translators shared screenshots and videos from their translation.
These early peeks into the translation were another way to enable the fans to become
involved in the process by receiving feedback. After all, the fan translators
repeatedly emphasized that the translation is done for the fans by the fans,
highlighting that the translation was shaped according to the comments of the fans.
Even though several fans were unsure about the quality of the fan translation, the
reactions after the release were largely positive (busterr, 2016).

The first release consisted of the translation of the base game W3WH, sixteen
free downloadable contents, and one expansion that is sold separately, Hearts of
Stone. It should be noted that even though another expansion, Blood and Wine, had
been announced by CD Projekt Red at that time, it was still in the making. The fan
translation group pledged to translate the last expansion into Turkish as well (tzakhi,
2016), while working on the existing fan translation to improve its quality at the

same time. To ease the feedback process, they created a Google Document where the
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fans could write their comments and indicate the changes they wish to see
implemented in the next version of the translation (Basteryus, 2016). As a result, it
can be argued that even though the small group of translators did the majority of the
translation work as well as the necessary technical changes to the data that they
worked with, the fan translation also has the characteristics of a massive
collaborative translation.

On 11" August 2016, CD Projekt Red announced the planned release of a
special Game of the Year (GOTY) edition on 30" August 2016, consisting of the
base game as well as the two expansions. In the meantime, the fan translators
released the translation of the Blood and Wine expansion, thus completing the
translation of the video game as well as both expansions on 23™ of August 2016. The
next day, CD Projekt Red as well as the distributors announced that the upcoming
GOTY edition would include the Turkish translation of the video game, causing an
uproar in the online forum. The announcements demonstrated that the official
translation was in the making, and 23 Studios had been working on it since 2015,
even before the fan translation started (Sen, 2016).

The official translation is produced by 23 Studios, a localization company
that was founded in 2009, and one of the first Turkish companies to offer localization
services. They provide their clients with “text & audio localization, QA and content
creation” services (23 Studios, 2023), and they have worked with prominent
companies, including Ubisoft, SEGA, EA, and Netflix. According to their webpage,
the company consists of 60 employees that love games, emphasizing the company’s
gamer-friendly character (23 Studios, 2023). This particular emphasis creates a

connection between the game community and the company, which they further
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strengthen by arguing that the company is a recognized and experienced actor in the
gaming ecosystem.

The relationship between 23 Studios and The Witcher saga does not start with
W3WH, as several translators who produced the Turkish fan translation of W2AoK
are part of the company. This fan translation is a unique case, as it became the
official translation of the game thanks to the efforts of the project leader of the
translation, Gokhan Halil Diizgiin. In the forum of W2AoK, there is an interview of
Diizgiin who explains how the fan translation was accepted and implemented by CD
Projekt Red. In the interview, he explains that he contacted Marcin Iwinski, the CEO
of CD Projekt Red, to ask him whether he can translate W2AoK into Turkish (The
Witcher, 2012). He also tells Iwinski about Oyun Ceviri, a web page that offers
translations of video games to the gaming community, both in forms of fan and
official translations. After [winski’s response stating that Diizgiin can contact him
about a potential translation into Turkish when the game is released, Diizgiin writes
him another email, and this sets the stage for the official translation, which is done
without any form of financial payment in return (The Witcher, 2012).

Diizgiin and his translator group later joined 23 Studios, and they actively
tried to convince CD Projekt Red to produce an official translation of W3WH even
before the release of the game. There is a petition started by Diizgiin to raise
awareness on The Witcher saga, explaining how the second game was translated by a
group led by him (Change, 2013). He highlights that the experience he and his team
gained in the years after the release of W2AoK might enable the translators to create
an even better translation of the upcoming game, but for this to happen, CD Projekt

Red needs to be convinced that there is a considerable interest in the Turkish gamer
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community in The Witcher saga. However, as it only managed to reach 5513
signatures, it can be argued that this initiative was not a fruitful one.

Considering the backstory of the previous game and how it was translated
into Turkish (The Witcher, 2012), it is not surprising to see that the fan translators of
W3WH hoped to make their translation official. As they aimed to make the game
understandable and reach as many people as possible, making the translation official
seemed the perfect way of achieving this. Nevertheless, the reluctance of CD Projekt
Red to admit the ongoing work on the official translation resulted in the fan
translators staying hopeful, contacting the company and even asking the fans in the
forum to voice their support for the fan translation becoming official.

Consequently, after the announcement regarding 23 Studios’ official
translation, there seems to be a tension between the two translation groups, as the fan
translators felt themselves cheated because of the secrecy of the official translation
project (TxsMelih, 2016). On the other hand, 23 Studios argued that due to
confidential business agreements, it was not possible to inform the fan translators
about the ongoing process (Sen, 2016). The comment written by 23 Studios
representative Sen (2016) that was addressed to the fan translators was shared in
various platforms, including the Donanim Haber forum itself, to explain the
company’s dilemma over how to behave regarding the fan translation efforts.
Nevertheless, various fan translators as well as several fans were not happy with the
justification, criticizing 23 Studios for joining in this “dishonest” action (nyanaa,
2016).

It is important to note that even after the release of the official translation, the
fan translators continued working on their translation. As a result, both the official

translation and the fan translation have been receiving updates and corrections since
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their releases. The latest version of the fan translation was posted on 8" January
2023, whereas the last patch that implemented changes to the official translation was
released on 14™ December 2022 as part of the next-gen update. Therefore, it becomes
clear that the fan translation group decided not to stop developing their translation,
even after the official translation became widely used. The fans that wish to play the
game with Turkish translation now have a choice between the two options. The fan
translation requires the players to download it and set it up, whereas the official
translation is featured in the video game by default. It is interesting to note that the
fans on Donanim Haber criticized the quality of the official translation and
repeatedly called the fan translation better, and this demonstrates that there are
notable differences between the two products.

It is important to note that there is a difference in the self-depiction of the two
groups. 23 Studios describes itself as a localization company (23 Studios, 2023), and
its team that worked on the video game prefers the term localization for its product,
in line with the company's description of itself. On the other hand, the fan group that
formed on the forum designates its work as fan translation. The fan translators' and
the fans' conception of the term localization is mixed. Several members of the fan
translation team identify the status of official localization as a goal that they strive
for, but as a translation strategy on the micro level, they consider localization as
something that they aim to minimize. Numerous fans also point out that they stick to
the fan translation after the work of 23 Studios is released because of the latter's

certain localization choices, such as the translation of “witcher.”
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4.2 The translation of “witcher”

The term “witcher” receives a significant amount of attention in every translation
project on Sapkowski’s work, as it gives the literary saga and the game series its
name. “Witcher” is the English translation of the Polish term “wiedzmin,” consisting
of “wiedzma” (witch) and the suffix “-in” which gives the word its patronymic
character. “Wiedzmin” is a neologism of Sapkowski, and it is the name given to
monster hunters who turn into emotionless mercenaries after their extensive training
and subjection to mutagens that give them superhuman abilities. Even though it can
be found in dictionaries nowadays, it was not used in Polish when the author
published his first story “WiedZzmin” in the Polish magazine Fantastyka in 1986.
This story is also featured in the second book of the book series, Ostatnie Zyczenie
(1993), even though the book is the first of the collection from a chronological
viewpoint.

It should be noted that the short story was translated into English three times,
and in each translation, the term “wiedzmin” is translated differently. The first
translation of the story by Agnieszka Fulinska is featured in the collection Chosen by
Fate: Zajdel Award Winners Anthology (2000). Sapkowski’s story is one of the
contemporary fantasy works featured in the anthology, and the story is presented as
“Hexer,” which is also the commonly used German translation for the term
“wiedzmin.” The Polish movie Wiedzmin (2001) and the series Wiedzmin (2002) are
also advertised to the English-speaking audience as “Hexer,” demonstrating that
Fulinska’s choice received at least some acceptance. As for the connotations of
“hexer” in English, since the term “hex” is associated with bad luck and
ominousness, the choice by Fulinska reflects the way witchers are viewed by society.

As mentioned by Drewniak (2019), it is believed that this is the choice supported by
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Sapkowski himself for the translation of his works into English, but there is no
reliable source to confirm the authenticity of this claim.

The second publication of the story is in The Last Wish (2007), the translation
of Sapkowski’s Ostatnie Zyczenie (1993). In this book, the translator Danusia Stok
chooses to use the term “witcher” instead of the already established term “hexer.”
Nevertheless, the term is generally believed to be coined by Adrian Chmielarz, one
of the most prominent figures in the Polish video game industry (Purchese, 2015). As
a matter of fact, Purchese (2015) uses various screenshots of an unfinished video
game by Chmielarz, which has the title “Witcher.” However, this video game was
not completed, and in 2002, CD Projekt bought the rights of The Witcher saga from
Sapkowski. CD Projekt released the first game, The Witcher, depicting Sapkowski’s
world in 2007, the same year as the publication of The Last Wish (2007).

Despite the success of the first video game of the saga to introduce
Sapkowski’s world to the English-speaking world, there has been another attempt to
come up with a different translation for the term “wiedzmin” in English. The third
suggestion comes from Michael Kandel, a prominent translator of science fiction into
English. He is the editor and translator of 4 Polish Book of Monsters (2010), a story
collection that features five science fiction and fantasy stories from Polish literature.
One of the stories is Sapkowski’s first story of the saga, and it is presented as “The
Spellmaker.” As a whole, Kandel’s translation can be described as a “violent
domestication” because of the changes of proper names that weaken the Polish
characteristics of the story (Drewniak, 2019, p. 219).

It is important to mention that in addition to its publication in the collection,
the story “The Spellmaker” is also included in the box set of the first video game The

Witcher in 2007, meaning that CD Projekt Red benefited from Kandel’s translation
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even before the publication date of 4 Polish Book of Monsters (2010). As such, it
becomes clear that CD Projekt Red attempted to increase the popularity of the saga
and to boost sales by using Kandel’s work, although there are significant differences
between the game and Kandel’s translation. These differences include the names of
the characters, places, and monsters, but the crucial difference is that Kandel does
not use the term “witcher” at all in his translation (Guttfeld, 2017). Despite the
existing discrepancy in the use of the terms, CD Projekt Red thanks Kandel in the
credits of the game, demonstrating the collaboration between the two actors.

CD Projekt Red released W2AoK in 2011 and W3WH in 2015, and as the
games gained immense popularity, the other alternatives for “wiedzmin” became
essentially eliminated. As for the Turkish context, it can be argued that there had
been two poles until the fan translation process started in 2015. In the Turkish
translations of the first and second games of the series, the term “witcher” is
translated as “efsunger,” whereas in the translation of the comics, another alternative,
“cadieril,” is used. The Turkish term “efsunger” is coined by Diizgiin and his team,
consisting of the archaic word “efsun” that can be translated as “charm” or “spell”
and the ending “-ger,” meaning “maker” or “doer.” “Cadieril,” on the other hand,
combines the term “cadi” that can be translated as “witch” with “eril,” an adjective
meaning “masculine.”

Considering the already existing translations of The Witcher saga, the fan
translators were faced with a single and undisputed term in English as well as two
choices in Turkish. To decide how to deal with the term, the fan translators asked the
fans on the forum for their opinion, trying to emphasize that the fans’ preferences
would always be taken into consideration. The answers to this question demonstrate

a mixed attitude towards “efsunger,” whereas the other alternative is not even taken
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into consideration. Various fans praise “efsunger” as a creative equivalent to
“witcher” (fitzzgerald, 2016), whereas others claim that as a made-up term, it neither
has a strong connotation nor a place in pop culture (Adol125, 2016). The same
viewpoint is also defended by one of the fan translators, who argues that “efsunger,”
denotes someone who is an expert spellmaker, whereas the main source of the
witchers’ power is their skills with the sword instead of spells.

The issue of translating “witcher” is one of the main differences between the
official translation and the fan translation. In the official translation, the term
“witcher” is translated as “efsunger” into Turkish, whereas in the fan translation, it is
left in its English form. By choosing “efsunger,” the official translation keeps a
consistent terminology throughout the video games of the saga, as this is the term
used in the second game of the series as well. In contrast to this, the fan translators
prefer borrowing the term directly from English. Of course, whether the borrowing

took place before the fan translators is a valid question, as in our global world where

99 <¢ b

products travel rapidly beyond national and cultural borders, the “foreign” “witcher’

can be more familiar or even meaningful than the supposedly native “efsunger.”

4.3 The user interface

4.3.1 The main menu

The main menu is the screen that the user comes across after the game successfully
loads. As such, it forms the first stage of the gameplay experience and welcomes the
players to the video game. To this date, not much attention has been paid to the
importance of main menus in research on video game translation. If main menus are
taken into consideration at all, the general assumption is that a style guide is to be

followed, meaning that consistency of gaming terminology takes precedence over the
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translator’s creativity. To illustrate, in her research on Beyond Good and Evil, Van
Oers (2014, p. 130) leaves out all “non-diegetic” elements that do not add anything
to the story and decides to focus on the narrative, as she points out that user-interface
texts, including menus, can generally be considered technical texts due to their
translation often relying on specific guidelines and principles. Even though this
categorization successfully limits the scope of her research, the thesis takes the
menus and the “non-diegetic” category as a whole into consideration, as the analysis
of these elements might unearth the strategies of the translators by highlighting the
differences between the two W3WH translations.

As most video games include a main menu, there are notable similarities in
the ways video games use the existing gaming terminology. Alongside the general
gaming terminology, a video game developer company may also use a template for
the main menus of its video games. In addition, the genre of the video game might
also prove to be an influential factor in the shaping of the menu. To illustrate, an
indie game can choose to offer a simplistic main menu with a catchy tune that
attracts the players, whereas a story-rich fantasy game might utilize its content by
featuring the characters as well as the songs in its main menu. Therefore, the
translators try to make sure that the main menu, as the central hub, greets the player
and allows a smooth initiation process for the video game. In this regard, keeping the
consistency of terminology and overcoming the limitations of space are of paramount
importance (Wille, 2017). Inconsistent terminology might cause confusion and
hamper the interest of the player even before trying out the game, whereas text
strings that are clearly incomplete can leave the audience in the dark or give the

impression of sloppy work.
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4.3.2 The capitalized I and [ problem
One of the most striking differences between the fan translation and the official
translation is the use of the Turkish capital letter /. Unlike many European languages
where the dotted lowercase 7 loses the dot in its capitalized form, Turkish is one of
the few languages where the 7 retains the dot, as there is a separate 7 and its
capitalized form /. Historically, the unique letters of Turkish caused various
problems for coding, affecting products that are developed abroad and then brought
to Turkey, such as Microsoft Office pieces, mobile phones, and video games. In
addition to Turkish having several letters that other European languages do not
feature, Turkish letters z and i require a modification in terms of case mapping and
case sensitivity. In cases where the developers do not pay special attention to the
differences of the Turkish alphabet, the app may not be able to display the letters or
allow the user to enter text accurately, resulting in frustration or confusion.

Unlike the other characteristically Turkish uppercase letters, such as §, C, or
G, there only appears to be a compatibility problem in the official translation for the
letter / in the translations of W3WH. One interesting thing to note is that even though
I is displayed without any problems if it is the first letter of a word, it seems to turn
into an / when this is not the case. This issue is present in the whole game and
therefore not limited to the main menu, Figures 1 and 2 demonstrate that the

formatting and the development of W3WH are not entirely suitable for Turkish.
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THE

WITCHER

WILD HUNT

Figure 1. The main menu in the fan translation

THE

WITCHER

WILD HUNT

Figure 2. The main menu in the official translation

The fan translation overcomes the difficulty, as the word “Indirilebilir
Icerikler” is displayed with all its uppercase / letters without any problems. In the

forum, one of the fan translators shared a post on 30™ November 2015 and elaborated
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on the issue, informing the fans about the problem (yamacil 771, 2015¢). He
hypothesized that since none of the other official translation languages of W3IWH
have / it is likely that the way the game has been coded does not support the letter at
all, and that it likely could not be solved. In addition, the translator also points out
that acquiring the status of the official translation would enable the fan translation
team to resolve the issue rapidly by seeking support from the programmers of the
game developer company.

On 3™ December 2015, the same translator from the fan translation group
shared a new post and announced that he managed to fix the display of uppercase /
(yamacil771, 2015f). By playing with the data of the game, he overcomes the
problem and creates one of the most visible differences between the fan translation
and the official translation. The fan translator manages to come up with a solution
thanks to his individual effort as well as personal freedom to play with the data of the
game, even without any help from the developing company. Even though the use of 7
instead of 7 does not cause confusion regarding the meanings of phrases, it can be
stated that it helps the fan translation to have a more professional appearance. Of
course, this is partly paradoxical, as the fan translator also believed that the official
translation status would be the solution to the problem by securing access to the
game developing company.

When the main menus of the fan translation and the official translation are
compared, there are not many terminological differences of relevance. One can argue
that the fan translators choose to use longer and explanatory terms for the main menu
items in contrast to the official translation team, but the difference in length does not
seem to be problematic. Nevertheless, there are various exceptions to this where the

length of the translation results in an incomplete segment. One example of these
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exceptions would be in the settings of the main menu where the player has the option
to choose the language of the game. For the option for “Spanish (Latin American),
the fan translation uses “Ispanyolca (Latin Amerika aksaniyla)” [Spanish (with the

accent of Latin America)] but the last two letters are not visible (see Figure 3).

THE

WITCHER

WILD) | /HUNT
Alt Yazilar Ack

Metin Dili Ispanyolca (Latin Amerika aksany

JENERIK
GERI

Figure 3. The language selection menu in the fan translation

Figure 4 shows that the official translation does not suffer from the same
problem, as it chooses a shorter translation by “Ispanyolca (Latin Amerika).” One
could also argue that the fan translation’s addition of “aksaniyla” [with the accent of]
does not only cause space constraints but also reduces Latin American Spanish to a
mere accent instead of a variety of Spanish with pronunciation as well as vocabulary
and grammar differences from Peninsular Spanish. Unlike the fan translation’s
choice, the shorter version preferred by the official translation avoids the discussion

on Spanish language variations and fits the translation into the given space.
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THE

WITCHER

WILD HUNT

Altyazlar Ack

Ispanyolca (Latin Amerika)

JENERIK
GERI

Figure 4. The language selection menu in the official translation

4.3.3 Inconsistencies in using capital letters

In addition to space limitation, capitalization is another issue that creates a difference
between the fan translation and the official translation. In the main menu items, the
English version has a consistent capitalization system, as the headings for the options
themselves are completely capitalized, whereas only the first letter in the text of the
individual setting items is capitalized. One can question whether this is relevant for a
video game translation criticism, but inconsistencies in this category, similar to all
other categories, might change the translation’s perception by the players. A
seemingly haphazard capitalization practice may cause confusion, resulting in the
player needing more time to understand the main menu items and thus delaying the
player’s journey in the narrative. Figure 5 shows that in the official translation, the
English version’s strategy of capitalizing the first letter is repeated without any

exceptions.
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THE

WITCHER

WILD}) ! [HUNT

Oyun-ici Ogreticiler

Otomatik Bitirici Darbeler

Kilicr manuel cekme / kinina sokma

Renk Korlerine Uygun Witcher Duyular

Witcher Duyulan’nin balik-

Hareket Sistemi Alternatif

Otomatik kamera ortalama

Otomatik Kayit Sikigi (Dakika)

Diisman yukari-dlcekleme

Figure 5. The gameplay settings in the fan translation

Even though the fan translation uses capitalizations in some of the settings,
this does not apply to all the words, causing inconsistencies (see Figure 6). It is likely
that this is a testing error and will be corrected in the next versions of the fan
translation. The impact of capitalization on the gameplay experience is likely to be
limited as well, since the player does not advance in the story while checking this
menu. While capitalization inconsistencies might be dangerous in the story because
of causing reduced readability and decreased immersion, they are not nearly as
problematic in the menu. In any case, it can be stated that the official translation
looks more organized and systematic regarding orthography in the main menu

sections.
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THE

WITCHER

WILD HUNT

Ekran Usti Egitimler
ViR

Otomatik Bitirici Hareketler

Manuel Kilig Cek / Kinina Koy

ARI
Renk Kori Dostu Efsunger Hisleri

ZI DUZENI

Efsunger Hisleri'nin "Balik Gozlii Mercek" Efektini Kapa
OYNANIS
GORUNTU Hareket Tepkisi Alternatif
JENERIK Otomatik Kamera Ortalama Acik
GERI

Otokayit Araliklari (Dakika) 10

Diiman Olcekleme

Figure 6. The gameplay settings in the official translation

4.4 The in-game menu and components
Unlike the main menu, which the player comes across at the start of the game, the in-
game menu is accessed while playing the game. In order to open the in-game menu,
the player typically presses a button, stopping the game action. The in-game menu
can consist of various features, including changing the settings, saving the progress
of the session, loading an already saved game, seeking help and tutorial information,
and if present, viewing the options related to the story and gameplay. An easily
accessible in-game menu allows the player to progress in the game and have a break
when necessary. In W3WH, other than the generic options that the majority of video
games feature, the player also has access to his Gwent deck. Gwent is a card game
that the players can play while playing W3WH, and it was also released as a stand-
alone video game in 2018.

In addition to the Gwent deck, the player can also check the tutorial section

where practical information is offered to facilitate the gameplay experience. Other
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items included in the in-game menu are bestiary, character list, books, crafting,
alchemy, inventory, world map, quests, character, and meditation. The player can
open all these items by using their respective shortcuts, allowing rapid access to the
components of the in-game menu. Even though all in-game menu items are taken
into consideration for the thesis, a selection of the items and their two translations are
offered to the reader, as several issues are not unique to these sections and therefore
are applicable to and more visible in other sections. The thesis limits itself to a
detailed discussion of bestiary, character list, and books, as the majority of the issues

in the other sections are directly applicable to these three categories.

4.4.1 Bestiary

Bestiaries are monster encyclopedias which provide their readers with information
regarding creatures’ characteristics, origins, and natures (Stang & Trammell, 2020).
Even though bestiaries became popular in the Middle Ages, the practice of
cataloging real or fictitious creatures can be traced back to Ancient Greece (Baxter,
1998). The purpose of these works is to create a meeting point between the human
and the nonhuman, shaped by curiosity as well as bewilderment and fear (Hawhee,
2017). As such, bestiaries were often used for scientific purposes, in particular for
zoology and history, with one of the earliest examples being Natural History written
by Pliny the Elder.

Despite their uses in sciences, bestiaries did not always present the readers
factual information, featuring exaggerations and fantastical elements. Their mythical
nature is the reason why literary works and video games depicting fantasy worlds
commonly utilize bestiaries. The use of bestiaries in video games is by no means a

new phenomenon, as numerous classics, such as Final Fantasy and Pokémon include
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a bestiary (Kohler, 2016). It can be argued that bestiaries in video games demonstrate
the otherness of the creatures listed, emphasizing their nature as targets for the player
(Stang & Trammell, 2020). As bestiaries guide the players in their journey by
manifesting in what ways the creatures belong to the video game’s world, they form
a significant part of the lore.

In W3WH, the bestiary is one of the tools that the player can reach through
the in-game menu or directly by a shortcut. It provides the players with
comprehensive and detailed information about the monsters they come across. In
other words, the bestiary in the video game is strongly tied to the gameplay, since the
players only have access to the monsters they have encountered thus far. When the
player contacts a monster, the bestiary is updated, and an image of the monster is
provided alongside a quote from the game world and background information. If
there are any weaknesses of the monster, they are also listed, making it possible for
the player to use the most efficient tools in a fight. Lastly, as illustrated in Figure 7,
the monsters are categorized instead of a completely alphabetical order to enable

easy navigation.
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Figure 7. The bestiary entry of noonwraiths

The bestiary is particularly important from a translation point of view, as it
contains the names of all the monsters in the video game. Since the protagonist is a
witcher who is a well-known professional monster hunter, monsters are a centerpiece
of numerous stories in W3WH. Similar to other fantasy writers, Sapkowski used his
creativity effectively while describing the monsters in his world, benefiting from
numerous languages, mythologies, and cultures. As culture-dependent items, the
translation of monster names might have a profound effect on the immersion in the
video game. Therefore, it is worth investigating the methods and strategies adopted
by both the fan translators and the official translators.

The divergence between the fan translation and the official translation starts
at the term bestiary itself. The fan translators choose to translate it as “yaratik
ansiklopedisi,” whereas the official translators prefer “yaratik kiilliyati.” The official
translation combines the dated word “kiilliyat,” which means the entirety of an

author’s work, with “yaratik” standing for creature, whereas the fan translation uses
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the more common “ansiklopedi” [encyclopedia]. It should be noted that the fan
translators’ choice has changed two times until the latest version. From a
chronological viewpoint, the first translation used by the fan translators was “canavar
sOzIigl” which can be translated as a “monster dictionary.” However, with an
update, the fan translation started to use the dated term “risale-i mahlukat” [booklet
on monsters] which was ultimately scrapped for the newest translation of “yaratik
ansiklopedisi.”

It is interesting to see an important term changing three times over a
translation’s lifespan. As it was introduced silently, the second change is particularly
interesting. After one user realized the first change and questioned it, one of the fan
translators explains that with the new translation of “risale-i mahlukat,” the fan
translation team is ultimately trying to fill a gap in the fantasy genre terminology in
Turkish (_Witcherer , 2016b). The translator adds that the team is aware of their
choice looking “makeshift” and that they are willing to change it if the majority of
the fans are not satisfied with it. The fans’ reaction to this translation is mixed, as
some fans praise the choice for reflecting the datedness of the era, whereas others
prefer a simpler term instead of the archaic choice. The fan translators must have
taken the negative criticisms into account as understood by their new and latest
attempt. In its current state, the official translation features a dated term in contrast to
the fan translation’s modern solution. The journey of bestiary in different fan
translation versions provides valuable information about the expectations of the fans.
After all, the fan translators’ attempt to contribute to the fantasy genre in Turkish
meets resistance from a significant portion of fans who do not want to sacrifice

readability for a term that better reflects the medieval atmosphere of the video game.
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Monsters have an important place in the fantasy genre in general, but in the
case of The Witcher, they are an indispensable element of the story. For this reason,
the translation of monster names is a challenge that requires certain strategies. It
should be noted that a method that applies to all monster names is highly unlikely, as
some creatures in The Witcher world were created by Sapkowski himself, whereas
some others have well-established equivalents in the majority of languages.
Nevertheless, it is possible to identify certain tendencies in both translations
regarding their priorities while translating monster names.

From a translation point of view, it is possible to analyze the monsters in four
categories, with the first category being the monsters that have been translated the
same in both translations of W3WH. In this category, there are animals, such as
bears, wolves, and dogs; popular monsters from mythologies, including werewolves,
basilisks, jinns, golems, elementals, and vampires; and other monsters unique to the
story, such as forktails, cockatrices, Wild Hunt hounds, and plague maidens. There
are also monster names that have been treated as proper names and therefore left as
they are in both translations, with the notable examples being Hagubman and Abaya.
This stance is well-justified, as the game does not make it clear whether these names
belong to a single monster or are given to a monster that is stronger than its peers.

In addition to the aforementioned groups, both translations have certain
creative translation solutions in common as well. To illustrate, “drowner” is
translated as “garkolan,” whereas “heyula” is used for “wraith” in the fan translation
and the official translation. The former translation comes from the Turkish verb
“gark olmak” [to drown], and these monsters are thought to be born when someone
drowns and comes back in a different form. The latter translation, “heyula,” comes

from Arabic and can be back translated into English as a “terrible ghost.” As these
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monsters do not have bodies and terrify the players with their sounds as well as
images, the translation conveys the characteristics of these creatures. By choosing
these two translations over any other possibilities, both the fan translation and the
official translation demonstrate that they have studied the previous games in the
series, as both had been used in the official translation of the second game of the
series. In other words, the official translation seems to aim at a consistent translation
that relates to the previous games of the series, whereas the fan translation diverges
from the previous games’ translation choices when the fan translators or the majority
of the fans do not approve of the choices. In a forum post, one of the fan translators
clearly states that the group has benefitted from the official translations of the
previous games as well (yamacil771, 2016).

Despite the same and similar translation choices in both translations, there are
numerous monster names that have been translated differently, and these differences
can be investigated in various categories. Firstly, there are those monster names that
are left as they are in one translation, whereas the other translation offers a Turkish
equivalent. To illustrate, the monsters “mourntart” and “imp” are left as they are in
the official translation in contrast to the fan translation’s choices of “matem
cadalozu” and “bociirt” respectively. Mourntart is a special type of grave hag, a
common monster in W3WH that belongs to the group of necrophages. It is not clear
whether mourntart is the name given to one grave hag that is stronger than the others
of its kind, but the strategy of leaving the name as it is indicates that the official
translation team has considered it a proper name. After all, both components of the
monster’s name, “mourn” and “tart,” are English words, and Turkish words could

have been used to convey each word’s meaning. This is precisely what the fan
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translators do; they choose to explain the monster’s name by translating “mourn” as
“matem” [mourning] and “tart” as “cadaloz” [vixen, hag].

The translation of the monster “imp” is similar to the example described; the
official translation leaves the word as it is, whereas the fan translation prefers the
term “bociirt.” Imps are small demons that are common in various fantasy worlds,
and even though they might be depicted in different forms, these mischievous
creatures are generally small and ugly monsters with a demonic appearance. In
W3WH, the player does not even see what an imp looks like, as the monster that is
thought to be an imp turns out to be a doppler, or a shapeshifter. On the other hand,
the fan translator’s choice for imp is “bdciirt,” which is a term derived from “bocii.”
As this Turkish word denotes an imaginary ghost-like creature often used to scare
children, the fan translation not only creates a new Turkish term for a highly
common fantasy element but also indirectly completes the plot of the story, as the
imp in the quest turns out to be imaginary.

Another interesting example is the monster “hym,” a rare and extremely
powerful specter that feeds on its victim’s guilt. Hyms are created entirely for
W3WH and therefore are not present in any of Sapkowski’s works. From an
etymological point of view, it is not clear where the word comes from, and as such,
the official translation’s decision to keep the term but write it according to its
pronunciation as “haym” appears as one of the possible solutions. In contrast to
“haym,” the fan translation prefers to explain the monster’s character by choosing
“karabasan” [incubus/nightmare]. Similar to the translation of “bdciirt,” this case also
demonstrates that the fan translators aim to enable the player to understand the
monsters and their skillset, whereas the official translation reinforces the idea of the

W3WH depicting a foreign world that the players explore and find out more about.
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This foreignness aspect cannot be formulated as part of a general rule, as
there are various other examples that hint at the exact opposite tendency in both
translations. To illustrate, the dragon-type monster “wyvern” is left as it is in fan
translation, but the official translation conveys it as “ejdersi” that combines “ejder”
[dragon] and the suffix “-si” [like]. As such, the official translator team successfully
draws a parallel between the appearances of wyverns and dragons, whereas the fan
translation considers it a common fantasy element and keeps it in its foreign form,
even without changing the spelling. In any case, this example seems to be the only
monster name that the fan translation leaves unchanged in contrast to the official
translation’s choice of finding a Turkish equivalent. Therefore, it can be argued that
both translations aim to use a Turkish term for the monster names, but the fan
translation has a higher tendency to achieve it.

The last category of monster names consists of the ones that are conveyed
with newly coined Turkish terms in both translations. Even though the number of
these monster names is lower in contrast to the similar translation choices, the
existence of divergences demonstrates that both groups of translators use their
creativity to find solutions that give both translations a unique character. It is
precisely this group of monster names that offers the players two perspectives to the
Witcher universe as well as two distinct gameplay experiences. Four notable
examples that have an important role for the plot are dopplers, godlings, botchlings,
and foglers.

Dopplers are shapeshifters who can appear in the form of any creature they
have encountered, and the name of this monster comes from “double.” Both
translations decide to translate “doppler” by using different terms related to

appearance. The official translation chooses “suretci” that combines “suret”
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[shape/form] and the suffix “-¢i” that denotes a profession or a characteristic of a
person, whereas the fan translation decides on “biiriingen,” playing with the word
“siiriingen” [reptile] but changing the verb to “biiriinmek” [to wrap oneself in]. The
idea of the fan translation is conveying dopplers as creatures that wrap themselves in
other people’s appearances, and this is an accurate description. Even though it is not
well-established, “biiriingen” is a term already used in fantasy works for
shapeshifters. In any case, the adoption of the term by the fan translators highlights
their openness to playful solutions to the challenge of monster name translation.

The strategy of creating a monster name by taking an already existing word
and playing with it to describe the creature is not unique to “biiriingen” in fan
translation. Another example of this method is visible in the translation of the
monster “fogler.” As is understood from the name, foglers are monsters that appear
in fog. These monsters can manipulate the fog to confuse and frighten their targets,
and their appearance resembles a skeleton. In the fan translation, these monsters are
therefore named “siskelet,” combining the words “sis” [mist] and “iskelet”
[skeleton]. This example, similar to the previous one, demonstrates that fan
translators use the opportunities to come up with creative solutions by playing with
words, resulting in memorable names. In contrast, the official translation follows the
structure of the English name and chooses “siscil,” combining the noun “sis” with
the suffix “-cil” denoting a creative living in a certain area, in this case mists.

Replicating the structure of the monster name on the word level can be
identified as a tendency for monster names in the official translation of W3WH.
Botchlings are extremely dangerous monsters that resemble a malformed fetus. After
the improper burial of a stillborn baby, an evil spirit occupies the body and attacks

pregnant women and their unborn children. This monster’s name in the official
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translation is given as “berbatcik,” derived from “berbat” [botch] and the diminutive
suffix “-¢ik.” The structure of the monster’s name in English and the official
translation are therefore in parallel to each other. On the other hand, the fan
translation names the monster as “alkarisi,” a mythical creature from Turkish
folklore that possesses and attacks women who have just given birth. In contrast to
the official translation’s strategy to focus on the components that constitute the
monster’s name, the fan translation prefers an already existing monster from Turkish
mythology. As a matter of fact, botchling from W3WH is derived from “poroniec”
from the Slavic mythology, which is a demon in the body of a stillborn fetus. As
such, the decision of the fan translators to go back to folklore for an equivalent, albeit
a different folklore, results in their translation choice reflecting the mythological
roots of the video game and thus drawing a parallel in meaning. It should be noted
that the fan translators’ first decision to translate “botchling” as “mel’un,” an archaic
word meaning cursed, received criticism from the fans on the forum, resulting in the
translators replacing it with “alkaris1.”

It is interesting to note that the exact opposite case is present in the
translations as well. In other words, there are monster names that have been
translated by an equivalent from the Turkish mythology in the official translation,
whereas the fan translation did not follow the same approach. To illustrate, a sylvan
is a rare monster with goat-like features that mainly lives in forests and stays away
from humans, as humans mistake them for demons due to their horns. The fan
translation adapts the spelling to Turkish and chooses to translate the name as
“silvan,” whereas the official translation looks for a similar creature in Turkish
mythology and comes up with “ar¢ura” [archura], a spirit from the woodlands that

can change its appearance. Even though silvans are archuras are different creatures,
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they share certain characteristics that make it possible for the official translation to
borrow the term from Turkish mythology.

The examples considered in this section demonstrate that the official
translation and the fan translation utilized similar strategies but for different monster
names. Both translations made use of Turkish mythology, adapted the orthography of
Turkish, left the names as they are, or coined new terms. What seems to be unique to
the fan translation are the playful translations, such as “biirtingen” and especially
“siskelet”, but their number is not high. The bestiary and the translation of each
monster’s name unearths the effort that both translator groups devoted to this section.
Despite their differences, both translations combine the available translation methods

and create a consistent monster volume on monsters.

4.4.2 Character list

Character names are components of a video game that take a serious amount of
consideration in the development phase, and as such, the transfer of these elements to
another language requires the translators’ creativity (Bernal Merino, 2008). The
importance of character names is by no means limited to video games but is highly
visible in all types of texts. While discussing genre as a concept, Kaindl (2019)
points out that characters are among the categories that constitute the genre of a text.
Although the names of the characters are an important factor for the translation
process in general, they take an even more central place in a fantasy work, as such
works depict a foreign world with its own rules, dynamics, places, and of course,
characters. In a fantasy video game, the challenge for the translators when faced with
character names then becomes enabling the players to stay immersed in the game

while aiming to recognize the message that the names carry.
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One factor that separates video games from literary works regarding the
character names is the developers’ attempts to leave character names unchanged as
much as possible in all languages. These attempts of standardization enable players
from different backgrounds to engage in discussions on the video game, which is
only possible if they can understand and follow the characters and the storyline
(Mangiron Hevia, 2007). In their study on video game translation and the translators’
creativity in the process, Mangiron and O’Hagan (2006) offer various examples of
video game characters whose names are changed for different languages and markets
because of the already existing connotations in the target language. As they further
highlight, such changes are justified by the freedom of the translators to make any
change that they deem necessary, but they nonetheless require the approval of the
developers. This is not the case for a fan translation, where the translators do not
need the green light of the game developers for any individual translation strategies.

In the two translations of W3WH, the standardization of character names
across languages seems to have played a major role, as the majority of the proper
names have been left as they are. The names of the main characters as well as of the
supporting characters remain identical in English and the two translations into
Turkish. It can be argued that this translation strategy accounts for consistency by
allowing players to recognize their favorite characters regardless of their language
choices, creating a loyal international fan base. Considering that the first game of the
series was translated into Turkish by a fan effort, the journey of The Witcher
characters into Turkish started in their English versions. For this reason, it is not
surprising that the English forms are particularly prevalent in the Turkish

translations, perhaps even more than Sapkowski’s Polish coinages and creations.
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Even though the general tendency in both the official translation and the fan
translation is to leave the character names as they are, there are several cases that are
worth investigating. To illustrate, there are various characters whose names stand for
their characteristics. One of the main characters in this category is Dandelion, a close
friend of Geralt. Dandelion is a recurring character in The Witcher saga, appearing in
multiple books and games. As a close friend of Geralt, Dandelion accompanies
Geralt on numerous adventures. In addition to being a talented musician, poet, and
writer, he also functions as the game’s narrator, offering the reader a considerable
number of texts that enable the player to progress in the game. Examples of these
texts are the bestiary and the character list, which serve as valuable guides for the
player. As a result, the commentaries of Dandelion in these sections often feature
literary devices that reflect his writing style.

Dandelion is one of the characters who provides comic relief to the game, as
his unique personality is often displayed through his sharp sense of humor and quick
wit. In the Polish books, this character’s name is Jaskier, the Polish word for
“buttercup.” Even though it is not clear why the flower dandelion is chosen in the
English translation of Sapkowski’s work, by using the name of a flower, the
character’s colorful nature is brought to the foreground. As various storylines in the
saga demonstrate, Dandelion is a carefree individual whose love for women gets him
into trouble, resulting in his life becoming exciting and lively. Dandelion’s character
is further emphasized by his colorful clothes. Figure 8 shows that even in his image
in the characters section, his appearance of a bard in purple clothes is easily

recognized by the player.
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CHARACTERS

DANDELION

Figure 8. Dandelion’s character entry page

Both the fan translation and the official translation keep the name Dandelion
as it is, and there are certain arguments in support of this decision. As the Turkish
translations of the previous games also choose to preserve the English name, it can
be argued that both translations of W3WH aim at consistency. Keeping consistency
across the games is especially relevant for the official translation, as various
translators from 23 Studios are among the fan translators of the first two games. As
for the fan translation of W3WH, keeping Dandelion is in parallel with the
translation of various other terms, most notably “witcher.” Even though one fan on
the forum implies that translating Dandelion to “Hindiba” [Dandelion] or a similar
flower’s name would be ridiculous (yusufulas, 2016), this is precisely how the name
in English was coined from the Polish word for buttercup. Interestingly, the Netflix
adaptation of The Witcher leaves the character’s Polish name despite the language of
the series being English, offering a third strategy.

Numerous characters in the video game have nicknames or aliases that either
replace their names completely or accompany them. These additional names

contribute to the story by highlighting a particular character’s background and
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personality. As illustrated in Figure 9, one of the antagonists of W3WH is Cyprian
Wiley the younger, who is almost always referred to with his alias “Whoreson
Junior.” Junior is a sadistic individual who carries out numerous illegal activities and
is therefore one of the most dangerous and notorious people in the story. In this case,
Junior’s alias stands for his bad characteristics and disrepute, and the player already

has an impression even before coming across him and advancing in the story.

958/2000

WHORESON JUNIOR

Cyprian Wiley the younger was one of Novigrad's most
dangerous criminals. He had inherited his father's casinos,
fighting ring and brothels — as well as the old man's sadistic
tendencies, ruthlessness and lack of scruples.

These traits had made the moniker “Whoreson" something of a
family heirloom for his powerful criminal clan.

Cyprian also took after his father in terms of ambition. He
broke the unwritten armistice between Novigrad's various
criminal groups and tried to murder the other three leading
underworld bosses.

Whoreson's audacity had a very specific cause - King Radovid,
who had commissioned the gangster's actions.

As it turned out, Radovid's plan was for Whoreson to start a
gang war in Novigrad. In the resulting chaos, Radovid would
take control of the city with ease.

While searching Cyprian's home den of iniquity, Geralt
discovered the nickname “Whoreson® was in fact an
understatement - something much stronger was needed to
describe a man who delighted in murdering captive women.

In addition to blackmail, extortion, murder and torture, the list
of Whoreson's crimes also included trying to harm Ciri. Geralt
took this very personally and made the bandit pay for this last

Figure 9. Junior’s character entry page

Junior’s name is translated differently in the two translations of W3WH. The

official translation prefers to come up with the Turkish equivalent “Kii¢iik Serefsiz,”

consisting of the adjective “kii¢iik” [little/junior] and an insulting term that can be
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translated as “crook.” Even though other back translations are also possible for the
pejorative term, the datedness and the literary nature of the English term is not
present in this Turkish translation. The translation still manages to capture the
character’s vile nature successfully. On the other hand, the fan translation regards the
alias as a proper noun and leaves it as the English noun. Through this choice, the fan
translators demonstrate that they consider the character’s alias as a proper name that
should not be changed for a different language audience. Nevertheless, it is
interesting to note that the character’s real first name, Cyprian, is translated in the
character entry page as “Pagoz,” a derogatory and offensive term indicating a person
who does not pay attention to his or her looks. In other words, the fan translation
leaves the alias unchanged but replaces the proper name with a new Turkish name

that fails to reflect the character’s criminal and ruthless side (see Figure 10).

KARAKTERLER

932/2000

WHORESON JUNIOR

n kumarhanelerini, dovis ringlerini, gen
adistce egilimlerini, acimasizigini ve vicdansizligini

Tiim bu nitelikle damda toplanmis olma ebiyle
basli b 0 e" lakab, bu gicli suc orgiiti
siilalesinin aile yadigarlarindan biri haline gelmisti.

Pacoz'un hirs konusunda da babasindan altta kalir tarafi yoktu,
sug ceteleri arasindaki yazisiz i bozdu ve
onunu dldiirmey

n'in bu kistahliginin cok net bir sebebi vardi: Kral
id bu getecinin hareketlerini kontrol altina almist.

ad'da bir
ayl firsat

sini arastirirken  Veledizina
abinin bu adam icin az bile
'k alan

daha giclu bir

Santaj, harac kesme, iskence etmenin yan sira
Whoreson'in suclal

Figure 10. Junior’s character entry page in the fan translation
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A similar difference in the translation strategy is visible in the translation of
the character Gran, an elderly lady watching over orphaned children living in the
swamp. Even though the player does not find out more about this character and her
name’s origin before progressing in the story, it is not difficult to realize that Gran is
the name given to her by the children she takes care of. As the term is an informal
way of addressing one’s grandmother, the fan translation prefers “Nine,” a term used
for one’s grandmother as well as an elderly lady in general. In contrast to this
decision, the official translation leaves the English term, sacrificing a significant part
of the character’s meaning in the story, as the official translation does not make it
clear why the orphaned kids would call a lady who is not related to them Gran.

This loss of meaning is also present in the translation of the name “The
Crones,” the three witches that the above-mentioned Gran serves to. The Crones are
highly sinister beings who appear as three sisters and are known as the Ladies of the
Wood. These witches are named Brewess, Weavess, and Whispess and function as
one of the main antagonists in the whole video game. It should be noted that the
individual names of these witches are based on their features, skills, or appearances.
To illustrate, Brewess is seen to be the one who brews the potions and concoctions,
whereas Weavess weaves the magical tapestries that the Crones utilize to
communicate with others. The last of the Crones, Whispess, gets her name from a
legend, which states that she caused a knight to lose his mind and commit suicide by
constantly whispering into his ear.

The official translation displays an inconsistent strategy while dealing with
the names of the Crones individually. Brewess, Weavess, and Whispess are
translated as “Demleyici,” “Dokumaci,” and “Whispess” respectively, and even

though the first two are coined similarly to the English names by combining a verb
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and a suffix, the last name is left as it is. On the other hand, the fan translation prefers
“Kazanct Hanim,” “Ormeci Hanim,” and “Fisildayan Hanim.” These translation
choices demonstrate the challenge in coming up with an equivalent for the witches’
names. In contrast to the official translation, the fan translation uses their alias,
Ladies of the Wood, and combines it with the individual characteristics of the
Crones. Therefore, Brewess becomes “The Boiler Lady,” whereas the remaining two
are given the names “The Weaver Lady” and “The Whisperer Lady.” By creating a
parallel structure, the fan translation conveys the sisterhood of the witches more
efficiently than the official translation that fails to highlight the three Crones
constituting a whole.

It can be argued that the non-translation of “Whispess” in the official
translation is in fact not a deliberate translation choice but a mistake, and this can
indeed be true. In the entry page of Brewess, “Whispess” is indeed mentioned as
“Fisiltic,” preserving the meaning and emphasizing the trio’s inseparability. It is not
the critic’s task or intention to turn the analysis into an error identification process.
Nevertheless, such occurrences give the critic valuable insight into the quality
control mechanisms. The general argument against integrating fan translations into
translation criticism research has been the supposed low-quality of the translation
product. Activities by fans have been considered as ad-hoc solutions because of the
inexistence of an official and “professional” translation. Nevertheless, the monster
names and their translations produced by the fan group and the official team show
that the strategies are highly similar, albeit applied in different places and to a

different degree.
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4.4.3 Books

Books are a valuable tool in storytelling and are therefore by no means unique to
W3WH. They can be a source of information about the universe in which the game
takes place, providing additional details about characters and events. By enlightening
the background of the world, books might constitute a significant element of the
narrative, filling the gaps of the story as well as introducing new storylines. In
addition to their function of forming the lore, they may also guide the player in the
quests by providing clues. This help might be in the form of practical guidance as
walkthroughs to contribute to the gameplay experience, as without certain hints the
player could struggle with complex parts and puzzles, resulting in a loss in the
gamer’s enthusiasm.

Even though the majority of the books in W3WH are fictional works, this is
not the case in all video games. Books are a unique tool for increasing the depth of
the game universe, as they can be utilized to blur the line between real and fictional.
This is especially true for RPGs where the player’s immersion in the game is of
paramount importance, as he or she takes the responsibility for the actions of the
characters. Adding real and historical elements to the narrative by books is thus a
strong and efficient method for ensuring the players’ engagement in the game. One
notable example from W3WH is the book “The Last Wish,” which tells the story of
Geralt and Yennefer. It is not difficult to realize the game pays homage to the creator
of the saga, Sapkowski, as the name of the book in the game is the same as the first
work of the book collection.

The variation in the genre of the books in a video game demonstrates the
complexity of translation modes prevalent in the translation of the game. The book

section might include poems, journals, letters, songs, or novels as literary works, but
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a player can also come across tax reports, court edicts, or even subpoenas in the form
of book items in a video game. This variety is highly visible in the case of W3WH as
well. In the books section of the in-game menu, the player has access to all the books
that are collected, and the books category consists of two sub-chapters. The first part
is reserved for quest books that the player can or even must consult to advance in the
story, whereas the second part includes books related to the lore. This separation
allows the player to differentiate between the necessary sources and the texts that can
be consulted when he or she wishes to explore the world further.

One of the elements that is prevalent in the W3WH is the language variety in
the world. The game introduces a medieval setting with numerous races and
therefore distinct speeches, but the common characteristic between these groups is a
general datedness in language. It should be noted that the way Geralt comes across
the books in the story is also realistic, as the character is able to collect dusty books
from libraries and posts from notice boards in the villages. One of those posts is
found in the province Velen and is titled “Appeal to Sir Geralt of Rivia, the Bridge
his Crest” (see Figure 11). When Geralt picks up this post, he starts a new quest from

the expansion pack Blood and Wine.
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Appeal to Sir Geralt of Rivia, the Bridge his Crest

Geralt of Rivia,

At the behest of our merciful sovereign, Her Illustrious Grace
Anna Henrietta, we have journeyed to the Northern Realms to
lay before you our mission. A terrible monster has appeared
in the Duchy of Toussaint, a beast that has committed heinous
crimes against Her Grace's subjects. Only the Most Famous
Among Witchers has the ability to destroy the Beast, thus we
humbly beseech you to appear in the village of Holloway,
where we shall await you in full hope that you will deign to
hear of our woes and liberate our land from the clutches of
fear.

Your humble servants:

Sirs Palmerin de Launfal and Milton de Peyrac-Peyran,
Knights in the Service of Her Grace and the Duchy

Figure 11. The letter by the knights

The notice is addressed to Geralt and informs him that he is invited to the
Duchy of Toussaint, as the witcher’s services are requested to eliminate an unnamed
and particularly dangerous monster in the area. This text is a successful example that
demonstrates the dated language in the world. This appeal is written by two knights
in the service of the duchess; therefore, the wording is particularly grandiloquent and

99 ¢

formal, as visible by the use of words such as “behest,” “to journey,” “heinous,” and
“beseech.” The ending of the notice with the phrase “Your humble servants” is
another component that contributes to the archaism of the letter, further
strengthening the medieval flavor of the game.

The translations of the game also aim to recreate this dated language on the
word level. As illustrated in Figure 12, “Her Illustrious Grace Anna Henrietta” is

translated as “Diises Hazretleri Anna Henrietta.” The Turkish word for “duchess” is

combined with “Hazretleri,” a relatively flexible term used for a respected person or
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his or her office alongside the official titles, which explains the addition of “Diiges”
despite not being stated in the letter in English. The fan translators manage to
correctly use the term, as the structure in English could not have been reproduced in
the same manner without the addition of the Duchess’s title. Another example is the
translation of “appear” as “zuhur etmek,” a visibly literary verb that successfully
reflects the setting. One element that distorts the grandiloquent language in the fan
translation is the addressing of Geralt by the second person singular form. This is
naturally not an issue for English which does not differentiate between the second
person singular and plural forms, but for Turkish, this creates a major difference by
affecting the respectful and literary tone of the letter. The intention to create a
medieval setting can be crippled by inconsistent choices that might not escape the

eye of a careful player.

KOPRU ARMALI RIVYALI SOR GERALT'A CAGRI

Rivyali Geralt,

Merhametli hilkiimdarimiz Diiges Hazretleri Anna Henrietta'nin buyrugu ile
gorevimizi sana takdim etmek icin Kuzey Kralliklar'na geldik. Korkunc bir
canavar, Toussaint Dikligd'nde zubur etti ve Diises'in tebaasina karsi igreng
suclar isledi. Sadece Witcherlarin En Meshuru bu canavar dldirmek icin gereken
yetenede sahiptir, bu sebepten atiirii Holloway kdyline gelmeni acizane rica
ediyoruz, litfedip kederimizi duyman ve vatanimizi korkunun pengelerinden
kurtarman icin buyiik bir umutla o koyde bekliyor olacagiz.

Aciz hizmetkarlarin:

Diises Hazretleri ve Diikligtin Hizmetindeki Savalyeler olan Sér Palmerin de
Launfal ve Sor Milton de Peyrac-Peyran.

Figure 12. The letter by the knights in the fan translation

The official translation adopts a similar strategy and uses archaic words to

depict the feudal world that is marked by an old-fashioned discourse in the eyes of
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the player. For the title of Anna Henrietta, the official translation uses
“Hagmetmeaplar1,” a title used for foreign sovereigns in the days of the Ottoman
Empire (see Figure 13). In contrast to the choice of the fan translation,
“Hasmetmeaplar1” has entirely disappeared from modern language and thus manages
to convey the foreignness and the related mysterious power of the Duchess. It is
interesting to note that the word “Beast” is capitalized in the English text, and the
official translation also capitalizes the term “Yaratik.” This might seem trivial to the
reader at first, but the capital letter comes from the name “The Beast of Beauclair,”
which is given to the creature by the folk. Even though the player does not know it at
first, capitalization in this case emphasizes the peculiarity of the case. Indeed, the
monster in question is a higher vampire, an extremely rare and dangerous type of
vampire in W3WH. In the official translation, the attention to capitalization intrigues

the player and puts additional stress on the danger presented by the monster.

KOPRU ARMALI SOR RIVIALI GERALT'A CAGRI

Riviali Geralt,

Merhametli hikimdarimiz Hasmetmeaplari Anna Henrietta adina, Kuzey
Diyarlari'na size bir gorev sunmak icin geldik. Toussaint Diikaligi'nda korkung bir
yaratik ortaya ¢ikti, Hasmetmeaplarinin tebaalarina karsi cok korkung suclar
isleyen bir yaratik. Bu Yaratik'i sadece Efsungerlerin En Unliisii yok edebilir, o
yiizden Holloway kdyiine gelmenizi rica ediyoruz, anlatacaklanmiz dinlemek ve
topraklarimizi korkunun elinden kurtarmak icin geleceginizi umarak sizi
bekleyecegiz.

Nacizane hizmetkarlariniz:

Hasmetmeaplari ve Dikaligin hizmetindeki Sor Palmerin de Launfal ve Sor Milton
de Peyrac-Peyran

Figure 13. The letter by the knights in the official translation
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The game’s focus on royalty and political intrigues does not change the fact
that the common folk have an important part in the narrative. W3WH’s successful
depiction of the common people who are also impacted by the game of thrones, wars
between the factions, and most notably, monster attacks, can be seen as one of the
reasons why the game has a strong fan base. Depicting the Continent with a sense of
realism is only possible through the incorporation of the people living in the villages,
and the game does a remarkable job in emphasizing the rich texture of the
population. Throughout his journey, Geralt comes across numerous people from the
common folk, and in addition to these interactions, there are various texts written by
them which lack the grandiloquence of the aristocracy.

In the quest Novigrad, the Closed City, Geralt investigates a house and finds a
letter written by a bandit called Fritz. Figure 14 shows that Fritz addresses his two
partners and mentions a treasure that he intends to hide because of the turmoil in the
city. Even though not much is known about Fritz and his background, the tone of his
letter reveals his lower social status and education level. Fritz uses profane language
as well as slang, and the vocabulary and the grammar in the letter is noticeably
simple. Even though the translation strategy for this letter might seem
straightforward at first, recreating the tone of Fritz as a member of the common folk
might involve different considerations of the cultural contexts of both the game itself

and the target audience.

&9



LETTER ABOUT TREASURE

Mates,
Way things are now, ain't a snowball's chance in summer we're gonna move the
goods at a decent price. Too many finks, too few buyers. We gotta hide it and wait

for better times to come, assuming they ever do.

| know what you're thinking. That |'m trying to fuck you over. That I'll hoof it along

with the treasure. Not that | hold that against you - don't trust you one whit either.
So in order for us all to sleep soundly, let's do the following.

We'll hide the loot at my place - behind a door with three locks, which, as you
geniuses surely guessed, can only be opened with three keys, one held by each of
us. That way we'll be sure no one'll plough the others and we'll split the gold
evenly once it's all blown over. Deal?

Fritz

Figure 14. Fritz’s letter

Fritz starts his letter with “Way things are now,” omitting the article “the” in
the beginning. In the same sentence, he uses the commonly used non-standard
contraction “ain’t” as well as the colloquial forms “gonna” and “gotta.” Furthermore,
the use of profanity and informal phrases, such as “hoof it along,” brings the letter’s
tone closer to a dialogue, since it lacks the refined characteristics that an official text
possesses. The directness of the letter is further emphasized by the one word ending
“Deal?” that can be perceived as not only casual but abrupt or even rude.
Accordingly, in a more formal mode of communication, such as a letter, the tone
used by Fritz would not be accepted and therefore creates a significant difference
with the other official writings that the player encounters.

In the two translations of the game, both groups strive to convey the
unsophisticated language present in the letter. Nevertheless, the fan translation’s
attempts seem to have been limited to the word or phrase level. As illustrated in

Figure 15, the profanity phrase in the English letter is translated as “kelek atmak,” an
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idiom that falls under the category of slang. On the other hand, it is interesting to
note that the vulgar tone of the source is softened by this choice, as “kelek atmak” is
by no means vulgar. In other words, from the perspective of the meaning, the Turkish
phrase successfully conveys trickery and deception, but this efficiency is
accomplished by sacrificing the profanity of the source. The element of obscene
language use is a topic that has been discussed on the forum as well, and the fan
translators repeatedly state that they aim to defend “the originality” of the game in
this regard (yamacil771, 2015a). Even though the importance of profanity as a key
characteristic of W3WH can be disputed, the fan translators’ choice is a justified
position. However, as this example demonstrates, the fan translation also chooses to

weaken the obscenity level in the language in certain places despite their initial goal.

HAZINE HAKKINDAKI MEKTUP
Beyler

Su an isler yazin ortasinda kar yagmasini beklemek gibi, mallari uygun bir fiyata
yollayacagiz. Fazla sayida ispiyoncu, az sayida alici var. Daha iyi zamanlar gelene
kadar onlari saklamaliyiz.

Ne diistindiigtiniizii biliyorum. Size kelek atmaya calistiqimi distiniiyorsunuz.
Hazineyi alip gidecegimi falan. Bunu sizden saklamayacagim - hicbirinize zerre
giivenim yok. Bu yiizden hepimizin rahat bir sekilde uyumasi icin sunu yapalim.

Ganimeti benim yerimde saklayacagiz - 3 kilidi olan bir kapinin ardinda. Siz

dahilerin tahmin edebileceqi gibi, bu kapi her biri birimizde olan {ic anahtarla
acilabilir olacak. Bu sekilde kimse bir digerine kazik atamayacak ve her sey

bittiginde altini esit bir sekilde bolisecediz. Anlastik mi?

Fritz

Figure 15. Fritz’s letter in the fan translation
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One important element that needs to be taken into consideration is the idiom
in the beginning of the letter. Fritz inverts the sentence structure and uses the idiom
“a snowball’s chance in summer” for their chances to sell their goods for a satisfying
price, and this has a meaning for the story. The player comes across this letter in
Novigrad, a city that is suffering from purges initiated by the religious authorities in
the city in addition to the raging war that has reached the city’s doorstep. As a result,
the letter serves as background information to remind the player about the potential
dangers in the quest. It is for these reasons that Fritz suggests storing the goods for
some time and looking for customers in case the turmoil ends. As such, Fritz uses the
idiom “a snowball’s chance in summer” to describe the severity of the situation in
the city. However, the fan translation translates the idiom literally, and then adds that
they are going to send the products for a good price, resulting in two contradictory
statements. This can be caused by the inverted and nonstandard sentence structure in
English, and the translation does not hinder the understanding of the player, but it
still might cause confusion and fail to convey the dangerous situation in the city.

In the official translation, the most striking feature of the letter is the standard
language use. This is achieved mostly through the lack of incomplete sentence
structure. Sentences such as “Too many finks, too few buyers,” or “That I’ll hoof it
along with the treasure” are examples that demonstrate how Fritz’s tone draws near
to a speaking tone that is marked by breaks in discourse (see Figure 16). The official
translation follows a different path and often uses the standard sentence structure. To
illustrate, even though both translations turn “Too many finks, too few buyers” into a
complete sentence, the official translation takes this strategy further and does the
same with “That I’ll hoof it along with the treasure” as well, demonstrating the

standardization of language as a translation strategy. This is worth mentioning, as the
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fan translation achieves an informal tone by translating the same sentence as
“Hazineyi alip gidecegimi falan.” The use of the term “falan,” which is a common
discourse marker used solely in spoken Turkish, distorts the written tone of the letter,

which is not the case in the official translation.

HAZINE HAKKINDA MEKTUP

Beyler,

Islerin su anki haliyle mallari uygun bir fiyata satmamizin mimkiinati yok. Cok
fazla dolandirici, cok az gercek alici var. Mallar saklayip daha iyi zamanlarin
gelmesini beklemeliyiz, tabii eger gelirse.

Ne dusundigintzu biliyorum. Size kahpelik yapacagimi distntyorsunuz. Hazineyi
alip tabanlari yaglayacagimi saniyorsunuz. Sizi su¢lamiyorum, ben de size zerre

glivenmiyorum. O yiizden, hepimizin rahat uyuyabilmesi icin sdyle yapalim.

Mallari benim mekana saklayalim, kapiya Uc kilit vuralim ve siz stiper zekilerin de
anlamis olabilecegi iizere hepimiz birer anahtar alalim. Béylece kimse kimseyi
diidiiklemeye calismaz ve ortalik yatistiginda, altinlan esit pay ederiz. Anlastik mi?

Fritz

Figure 16. Fritz’s letter in the official translation

Another important difference between the two translations is the use of
punctuation marks, most notably dash. Dash is a punctuation mark that is commonly
used in English to signal a pause in thought, and in contrast to a semicolon, dashes
are less formal ways to connect sentences or phrases. In Turkish, however, dash is
not a popular punctuation mark and is used for a different purpose, which is
indicating a dialogue in written texts. From an orthographic standpoint, the fan
translation’s decision to preserve the dash despite the punctuation rules in Turkish is
a mistake. However, this decision is a clear sign for the importance given by the fan

translators for preserving the “originality” of the text, at least on a formal and
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segment-based level. In contrast to the fan translation, the official translation
overcomes the issue of dash in the text by altering the sentence structure and using a
comma. Nevertheless, these changes give the letter a standardized character,
disregarding the writer’s background and language use.

Although the fan translators often legitimize their translation choices by
suggesting they aim to retain the “originality” of the game world, there are certain
examples that highlight this strategy’s compatibility with creative translation
solutions. One example that has also been discussed and criticized on the forum is
about a note found in the village of Oreton. The player comes across a note with the
title “Scriblar Neyded” on the notice board in the village, and this note does not
initiate a quest (see Figure 17). In other words, whether the player takes the note does
not make a difference in the narrative, as Geralt does not meet the writer of the note,
“Willuhs.” This is a short note, and the writer states his wish to find someone who
can help him write notices. The entirety of the notice is marked by broken English,
notable examples being the use of “o0” instead of “of,” the misspelling of “needed” as
“neyded” and of “writing” as “ritin.” The contrast between the need for written
communication and the writer’s poor language skills creates a comical situation that

aims to add entertainment value to the game.
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Scriblar Neyded

Scriblar for the ritin o notusses neyded. Pay in crops & vittuls.

—Willuhs

Figure 17. The post written by “Willuhs”

The translation of this note is one of the instances where the fan translation
was changed because of the negative feedback from the fans. Figure 18 shows that in
the first version, the phrase is translated as “Yazu yazmak i¢un katup lazim ula
usagum. Her tiirlii anlaguruz.” As one can realize from the excessive use of the letter
u, the fan translators choose the Black Sea dialect for the broken language present in
the note. The Black Sea dialect is arguably one of the most recognizable dialects in
Turkish due to its widespread adoption in pop culture, most notably in Temel and
Dursun jokes. These jokes portray Laz people as simple-minded and naive, and
because of the inherent stereotypes, such jokes can be regarded as culturally sensitive
or outright offensive. In any case, the fan translators’ decision to use the Black Sea
dialect in this notice creates a connection between the game and Temel and Dursun
jokes, which, similar to the notice in the game, usually involve situational humor and

wordplay.
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Katup Lazum

Yazu yazmak icun katup lazim ula usagum. Her tiirlii
anlasuruz.

—Dursuhn

Figure 18. The post written by “Willuhs™ in the fan translation before the update

Even though the witty character of the notice as well as the Black Sea dialect
are preserved, there is an updated version of the fan translation that omits the word
“usagum.” “Usagum” is a term of endearment that is used almost solely in the Black
Sea region with this particular meaning, and the addition of the term serves as a
major indicator for the Black Sea dialect. The decision of the fan translators to use
this dialect for the notice has sparked a discussion on the forum, with various fans
criticizing the fan translators for being naive for using this translation strategy and
hoping for their work to become official (Powered by Plants, 2017). The criticism
illustrates that the game universe is considered sacred and any additions from the
target culture that distort the foreignness of the game should have no place in the
translation. Therefore, the change of the name “Willuhs” to “Dursuhn,” referring to
Temel and Dursun jokes, is considered as a grave error in various comments. As
illustrated in Figure 19, the fan translators seem to have attempted to find a middle

ground between the two camps by deleting the two most visible signs of the Black
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Sea connotation, “usagum” and the name at the end, “Dursuhn,” despite preserving
the more subtle touches. This response from the fan translation group is a striking

example of how feedback from the fans has shaped the fan translation.

Katup Lazum

Yazu yazmak icun katup lazim ula. Her tiirlii anlasuruz.

—Willuhs

Figure 19. The post written by “Willuhs™ in the fan translation after the update

The official translation’s strategy is similar to the fan translation in terms of
the use of a dialect to convey the nonstandardness of language. However, the official
translation team has chosen a dialect that does not have the rich connotations of the
Black Sea dialect. The spelling of “maas” [wage] as “mayis,” the missing “e” in
“0dencek” alongside other word choices hint at an Aegean dialect in the translation,
indicating that both translation teams considered dialects as an efficient tool to
recreate the nuances present in the source text (see Figure 20). Even though the
official translation manages to produce a translation that is characterized by humor,

the choice of the Aegaen dialect is noteworthy, as it is not featured as prominently as

the Black Sea dialect in different forms of entertainment media. As such, it can be
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argued that the official translation team has aimed to minimize the connotations of
the dialect and applied it to emphasize the humorous tone of the text. On the other
hand, the inconsistency in the translation of the term “scriblar” might create
confusion for the player, as the translation in the title as “gadib” differs from the use

in the notice, “katup.”

Gadib Aranyo

Kaguda yazucak katup aramayi. Mayisi mahsul ve erzagnan
odencek.

—Willuhs

Figure 20. The post written by “Willuhs” in the official translation

4.5 Cutscenes

Cutscenes are “in-game cinematics” that are usually non-interactive (Bernal-Merino,
2013, p. 413), i.e., the player largely has no control over the character’s actions. They
can be considered “full-fledged movies” (O’Hagan, 2018, p. 145) and contribute
immensely to the development of the characters, allowing the narrative to progress.
Cutscenes are also one of the main reasons why video games are considered works of
art (Fernandez Costales, 2014). However, the reactions of players to cutscenes have

been mixed due to their non-interactive nature (Newman, 2004). To illustrate, as
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cutscenes are pre-rendered sequences, taking the players’ chance to control the
characters and putting them in a passive position can be considered “an unwelcome
invasion” (Egenfeldt-Nielsen, Smith, & Tosca, 2019, p. 226). In any case, many
video games that are produced today feature cutscenes, and their role in advancing
the narrative cannot be disregarded. There is even a separate game category called
“cinematic games” (Newman, 2009, p. 19).

It can definitely be argued that cinematic elements in video games create a
similarity between video games and movies, but there are also various significant
distinctions to be made. O’Hagan (2007) identifies the purpose of cutscenes as
enabling the plot to continue or giving the players a reward for advancing the story
up to a certain point in the video game. Nevertheless, Egenfeldt-Nielsen et al. (2019)
argue that in addition to those points suggested by O’Hagan (2007), cutscenes can
also be a tool to utilize the latest cinema techniques to enrich the gameplay
experience of the players. As the graphics in the cutscenes are more advanced than in
the gameplay, these scenes are a valuable means to maximize the players’ immersion
in the game world.

In order to increase the players’ engagement with the video game, cutscenes
are usually dubbed or subtitled. The use of these two translation modes foregrounds
the close connection between video game translation and AVT (Pettini, 2017, p. 36),
even though the former typically encompasses a wider variety of translation types,
including but not limited to technical, literary, legal, and medical translation.
Moreover, the subtitling and dubbing practices in cutscenes usually have a different
function and therefore a distinct character than the same modes in movies (O’Hagan,
2007). One particularly noticeable difference in dubbing for cutscenes is that

alongside the dubbed speech, intralingual subtitles are offered to the player
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(Mangiron & O’Hagan, 2006). On the other hand, the interlingual subtitles in
cutscenes in the absence of dubbing generally disappear faster than in a movie, and
less attention is given to keeping the semantic units intact (Mangiron & O’Hagan,
2006).

Due to the substantial number of cutscenes and their variety, it is not possible
to investigate all or even the majority of the cutscenes in W3WH. However, a
translation critic can analyze the specific examples that reflect the characteristics of
both the video game and the respective translations in detail. There are numerous
scenes that fall under this category, and one category that is worth examining
involves the trolls. In W3WH, trolls are giant humanoid creatures that the players
come across in several quests. Even though trolls are portrayed as simple-minded,
they are capable of communicating with humans or with other trolls, albeit with
broken language. The language of the trolls is characterized by grammar mistakes,
inverted sentence structure, and mispronunciations. As a result, the translation of the
trolls” conversations is a challenge for the translators who are faced with humorous
elements that occur due to repeated failures in communication.

One of the quests where Geralt meets and interacts with a troll is Count
Reuven’s Treasure, a main quest that each player must complete before advancing in
the story. In this quest, Sigismund Dijkstra asks Geralt for his help to find his lost
treasure in exchange for Dijkstra’s support for locating Geralt’s friend’s Dandelion.
In the vault where the treasure was stored, Geralt meets the troll Bart, who was
assigned by Dijkstra to protect the treasure but failed to achieve this task. Geralt
communicates with the troll to gather information about the heist; however, as
illustrated in Figure 21, this proves to be a challenging endeavor due to the troll’s

intellectual capacities.
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Figure 21. Dijkstra, Bart, and Bart’s way of speaking

The image from the cutscene depicts Bart in the background, visibly upset
because of his guilt for failing in his task and disappointing Dijkstra. Bart blames
himself and states, “Bart bad... Bart make Sigi lose chorfun,” and even a short
excerpt such as this offers valuable insight into the language of trolls (see Figure 22).
In his first sentence, Bart avoids the verb “to be,” which demonstrates his low level
of intellect, as “to be” is one of the most commonly used and essential verbs in the
English language. In the remaining part of his explanation, Bart uses a present tense
verb in an incorrect way, as the incident took place in the past. Moreover, the troll
also displays his confusion with the word “fortune,” which he fails to comprehend
and therefore utters as “chorfun.” Even though these mistakes do not hinder
communication completely, they constitute a challenge for not only Geralt but also

the players themselves.
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Bart kotii... Bart Sigi'nin serbetini kagirmak

Figure 22. Dijkstra, Bart, and Bart’s way of speaking in the fan translation

The two translations of W3WH reflect the simplicity of Bart’s language via
different strategies. A common characteristic of both translations is the simplified
grammatical structure. To illustrate, the fan translation leaves the verb in the second
sentence with its infinitive form instead of conjugating it and thus resulting in a
broken language. However, the meaning of the verb “kagirmak” does not suit this
context entirely. As mentioned above, Bart is feeling guilty because of failing at his
duty to protect the treasure, which explains why he uses the verb “lose” in his
sentence. The verb “kacirmak” preferred by the fan translation indeed has the same
meaning, but it is the secondary meaning of the verb. The other meanings of the verb
such as “to abduct” or “to steal” distort the meaning and tell a different story, making
it possible for the player to be confused with the turn of events. As for “chorfun,” the
fan translation uses a different method. Instead of inverting the word, the fan

translators decide for an unrelated term that is pronounced similarly to the Turkish
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word for “fortune,” “servet.” The use of “serbet” [sherbet] instead of “servet”
captures the comedy in the scene, offering an alternative solution to the wordplay in
the scene.

The official translation pays attention to the features of the troll language as
well, and the simple use of grammar appears as a common strategy for both
translations. The way this simplicity is achieved separates the translations from each
other. Unlike using the infinitive form of the verb, the official translation utilizes the
auxiliary verb “yapmak” (see Figure 23). Alongside the inversion of the Turkish
word for “servet,” to ““verset,” the official translation creates a tone that resembles a
child’s speech. Despite the conjugation of the auxiliary verb in the past tense, the

sentences preserve their broken character, as the troll talks about himself in the third

person and thus uses the wrong conjugation. In both translations, Bart’s speech

successfully entertains the player due to its humor element.

Figure 23. Dijkstra, Bart, and Bart’s way of speaking in the official translation
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In addition to being a significant part of the lore, the language use of the trolls
is a deliberate attempt to reflect their character as well as intelligence level. For this
reason, it can be argued that the consistency of the troll language is one of the
numerous distinct components that make up the W3WH experience for the player.
The issue of consistency becomes especially relevant for the fan translation because
of various other translation choices that might hinder the players’ immersion in the
game. To illustrate, when Geralt goes to Bart without Dijkstra being present, he asks
the troll about what happened to discover more about the break-in. In one scene, after
Geralt’s comments that the troll might be bored because of his duty to guard the
treasure at all times, Bart replies that he spends a lot of his time thinking, to which
Geralt mockingly reacts by stating that Bart does not look like a thinker. Figure 24
shows that in the fan translation, the term “thinker” is translated by an archaic word,
“miitefekkir.” This choice captures the satirical character of Geralt particularly
effectively, but Bart uses the same word in his answer as well. This might be a
problematic decision, as it is unlikely to expect a troll who fails at uttering the word
“servet” properly to understand the archaic “miitefekkir” and pronounce it correctly.
The official translation does not follow the same path and prefers a simpler term,

“diisliniir,” and this decision suits the language of the trolls better.
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Bart degil miitefekkir... Bart trol

Figure 24. Bart’s response to Geralt after he mocks the troll

One of the most famous scenes in W3WH involves the performance of the
song “Wolven Storm,” which is also called Priscilla’s song. In his quest to find his
daughter Ciri, Geralt discovers that his friend Dandelion is missing. Suspecting that
Dandelion’s disappearance cannot be for a good reason, Geralt decides to take action
and find his good friend, and in the quest Broken Flowers, Geralt listens to the singer
Priscilla perform a captivating song. It is no coincidence that the song’s title refers to
the alias of Geralt, White Wolf, as the whole song depicts the love story of Geralt
and Yennefer. In addition to its emotional lyrics and memorable melody, the song
explains to the player how the undying love of both parties came into existence,
securing an important spot within the lore. “Wolven Storm” has become an important
pop culture material as well. Especially after its inclusion in the W3WH original
soundtrack album, numerous artists have produced covers of the song. The song

lyrics are as follows:
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These scars have long yearned for your tender caress.
To bind our fortunes, damn what the stars own.
Rend my heart open, then your love profess.

A winding, weaving fate to which we both atone
You flee my dream come the morning.

Your scent — berries tart, lilac sweet

To dream of raven locks entwisted, stormy.

Of violet eyes, glistening as you weep

The wolf I will follow into the storm.

To find your heart, its passion displaced

By ire ever growing, hardening into stone.
Amidst the cold to hold you in a heated embrace
You flee my dream come morning.

Your scent — berries tart, lilac sweet

To dream of raven locks entwisted, stormy

Of violet eyes, glistening as you weep

I know not if fate would have us live as one.

Or if by love's blind chance we've been bound
The wish I whispered, when it all began.

Did it forge a love you might never have found?
You flee my dream come the morning.

Your scent -- berries tart, lilac sweet

To dream of raven locks, stormy

Of violet eyes, glistening as you weep. (Steam, 2023)

The translation of the song has been a topic of discussion on the fan
translation forum, as the beauty and popularity of the song allowed it to reach the
Turkish audience even before the release of both translations. In the forum, the first
discussion on the song starts on 6" October 2015 when one user posts a YouTube
video with his own fan translation of the song, suggesting that it might prove useful
for the fan translation group (Legolas777, 2015). As a response, one of the
translators thanks the user but dismisses the idea because he states that he has already
translated the song and that the suggested translation by the fan disregards various
crucial components of the song (yamacil771, 2015b). Even though the video on
YouTube is not available anymore, the criticism directed by the fan translator, albeit
harsh, emphasizes his attention to the song’s place within the story. Nevertheless, he
also acknowledges that he skimmed through the video, which gives his comment a

more aggressive tone than he perhaps intended. This aggressive tone reaches its peak
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at the end of the comment where the fan translator points out that the translation
provided by the fan completely differs from the story in the song.

Another response from the same translator to a different user’s suggested
translation of the song displays a slightly patronizing attitude as well. On 1%
November 2015, a user shared the result of his effort to translate the chorus of the
song, and the user indicates that he is not satisfied with the results (George of Kagen,
2015). In any case, the user’s attempts to translate the song, even if he considers
them futile, demonstrates the motivation of the fans’ wish to become involved with
the fan translation process. This wish is in parallel with the fan translation group’s
repeated emphasis on the translation being produced for the fans, as both sides
display enthusiasm to work with each other. Nevertheless, the fan translator rejects
the suggestion and offers a correction, adding the crude remark that the user “should
leave the job to them [fan translation team]” (yamacil 771, 2015c).

The discussions on “Wolven Storm” and its translation successfully highlight
the complicated nature of song translation. Even though it would not be accurate to
attribute the reaction of a single translator to the whole fan translation group, in a
collective project that relies on support from the fans to submit their suggestions or
even corrections, the tone of the aforementioned criticisms by the fan translator
appears particularly strong. With this in mind, the fan translators themselves had to
update their translation of Priscilla’s song (see Table 1). A massive translation
project that is carried out not for money purposes but out of love for the material at

hand can be expected to involve others who want to improve the quality of the work.
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Table 1. A Comparison Between the Fan Translation Before and After the Update

The fan translation before update

The fan translation after update

Bu yaralar, sefkatli dpiiciiklerine hasret kald,

kaderlerimizin birlesmesi, yildizlara m1 kald1?

Bu yaralar gefkatli ellerine hasret kaldi,

kaderlerimizin birlesmesi, yildizlara m1 kaldi1?

Pargalansin o yiiregim ki agkin i¢ine niifuz

etsin. Bu kaderi ancak biz orer, biz dokuruz.

Pargala yiiregimi, sevgini hissedeyim
damarlarimda. Kagamayiz kaderimizden,

mecburuz buna

Sabah olunca riiyami terk ediyorsun. Uziimlii

tart, eflatun sekeri kokun burnumda

Sabah olunca terk ettin riiyami. Leylak ve tiziim

kokun burnumda

Simsiyah dalgali saglarin, agladik¢a parildayan

eflatun gozlerin, aklimda.

Unutamiyorum o kapkara dalgali saglarini,

gozyas1 doktiikge 1s1ldayan eflatun gozlerini

Ozlemimi unutmus kalbine ulasmak igin

firtinanin sonuna kadar takip edecegim Kurt’un,

Senin i¢in Kurt, firtinalara gogiis gererim.

Askimizi unutmus kalbine ulasmaktir niyetim

Kalbinin sertligi, artan 6fkesiyle daha da
sertlesiyor, onu yumusatmaya sefkatli kollarim

ne giine duruyor?

Ofkelendikge taslastyor yiiregin. Birak kendini

sefkatli kollarima ki yumusasin

Kaderin birlikte yagsamamiza izin
vermeyecegini biliyordum, ancak askin kor

talihiyle birbirimize baglh kalabilirdik

Kaderin birlikte yasamamiza izin vermeyecegini
biliyordum, ancak agkin kor talihiyle birbirimize

bagl kalabilirdik

Her seyi baslatan, kulaklarina fisildadigim o

dilek, asla bulamayacagin bir agki m1 yaratt1?

Her seyi baglatan, kulaklarina fisildadigim o

dilek, asla bulamayacagin bir agki m1 yaratt1?
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The updated song features various changes, and there are several minor
changes, such as inverting the sentence structure or preferring a synonym over the
previous choice. However, one of the changes can be considered as a major one. The
chorus describes the scent of Yennefer as “berries tart lilac sweet,” and this
description is one of the first things that players come across after starting the game.
Throughout his journey to find Yennefer, Geralt describes his lover often as wearing
black clothes and smelling of lilac and gooseberries. Lilac and Gooseberries is also
the second main quest of the game, following the tutorial. As such, the player
immediately recognizes the protagonists of the love story in the song to be Geralt and
Yennefer. It is therefore no coincidence that the camera immediately jumps to Geralt

when Priscilla utters the word “berry” in the chorus (see Figure 25).

Figure 25. Geralt recognizing his own love story in the song

The fan translation before the update describes the scent in a different way by
suggesting “Uziimlii tart, eflatun sekeri” [grape tart, violet candy], and this choice is
questionable. The translation of the scent can be challenged not for describing a

different scent but for causing an inconsistency in the story. The fan translators are
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consistent with their translation of the trademark scent up until this point in the story,
and they depict the way Yennefer smells as “leylak ve bektasi {iziimii,” which is a
literal translation of the English phrase (see Figure 26). However, this being the case,
the chorus of the song loses one of its most striking connotations, failing to create a
connection between Geralt and the performance. This missing component seems to
have been realized by the fan translation team as well, as they change the phrase to
“leylak ve liziim.” In its updated form, the chorus manages to indicate the characters

of the love story without any inconsistencies.

Bir de, aa, belki tuhaf bulacaksin ama leylak ve bektasi Uzumu kokmasi mumkin.

Figure 26. Geralt describing Yennefer’s scent while searching for her

The official translation group translates the song in a more poetic way, and
this is achieved largely by the inverted sentence structure. As a matter of fact, all the
stanzas in the official translation are written in an inverted way. It is difficult to
determine whether the official translation overuses this technique, as the English

song utilizes it as well. An example for this strategy would be the stanza “The wolf |
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will follow into the storm,” adding emphasis to the alias of Geralt as well as
contributing to the song’s literary style. As for the scent of Yennefer, the part of the
chorus is translated as “Tenin mayhos bogiirtlen ve leylak koktugundan,” [because
your skin smells of tart blackberries and lilacs]. It is interesting to note that the same
inconsistency issue that was present in fan translation before the update can be
observed here as well, albeit partly. Even though the official translation, similar to
the fan translation, describes Yennefer’s scent with the literal translation “leylak ve
bektasi tliziimii,” the type of the fruit is slightly changed. However, since the flower’s
name is still the same, this slight change does not cause a visible inconsistency. The
song in the official translation is presented as followed:

Bu yaralar ne zamandir narin dokunusuna hasret.

Sonsiin tiim yildizlar, dmriimiizii bir etmeyen

Kalbimi ag bak, sar onu askinla fethet.

Baglasin bizi kader, cilvesi bitmek bilmeyen

Cekip gittin rityalarimdan giin dogdugunda.

Tenin mayhos bdgiirtlen ve leylak koktugundan
Riiyalarimda gamli kuzgunlar, firtinalar oldugundan.

Ela gozlerini goriiyorum, agladik¢a parildayip durdugunda
Siiriiyorum kurdun izini firtinada.

Bulmak icin ask mahrumu kalbini tam ardinda.

Ofkeyle biiyiiyor, tas kesiyor oluruna.

Sicacik kalbine sariliyorum sogugun tam alninda

Cekip gittin rityalarimdan giin dogdugunda.

Tenin mayhos bogiirtlen ve leylak koktugundan
Riiyalarimda gamli kuzgunlar, firtinalar oldugundan.

Ela goézlerini goriiyorum, agladikca parildayip durdugunda
Bilmem izin verir mi kader kavugmamiza.

Yoksa kor talihin diyecegi mi var bir olmamiza?

Bir dilek tuttum, tiim bunlar basladiginda.

Dilegim yitik bir agk1 m1 koriikledi imkansizken tadilmaya?
Cekip gittin rityalarimdan giin dogdugunda.

Tenin mayhos bogiirtlen ve leylak koktugundan
Riiyalarimda gamli kuzgunlar, firtinalar oldugundan.

Ela gozlerini goriiyorum, agladik¢a parildayip durdugunda. (Steam, 2023)

In conclusion, “Wolven Storm” is one of the most popular parts of W3WH,
and its translation demonstrates the challenges of song translation. The song connects

to the storyline while pleasing the player thanks to its lyrical depth, emotional
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resonance, and its singer’s vocal performance. The analysis of the song’s translations
into Turkish highlight that the fan translators needed to update the song, and one
notable difference between the two versions is the description of Yennefer’s scent.
The striking feature of the official translation is the creation of poetic effect through
the use of inverted sentence structure and a thyme scheme. Both translations manage
to convey the meaning of the song for the narrative and transfer the esthetic character
of it into Turkish.

In the main quest The Beast of White Orchard, Geralt and his witcher friend
Vesemir are asked to complete a contract and hunt a griffin in exchange for
information about Yennefer’s location. During this quest, Geralt tracks the griffin
and locates its nest, where he comes across a dead griffin. As illustrated in Figure 27,
the player carries out an autopsy of the griffin to find out more about how to hunt its
mate. In this sequence, there are no dialogue options for the player to determine the
outcome of the process. Nevertheless, the players can choose which information they

receive as well as listening to the monologue more than once.

Beak tip's worn, gray hairs in the coat - ten, twelve years old.

Figure 27. Geralt investigating the griffin’s corpse
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Although there are not many differences between the two translations in this
section, this case is still relevant because it demonstrates the importance of
multimodality for video games. As griffins are monsters that have the body of a lion
and the head of an eagle, this section features a list of terms from bird anatomy. A
player doing this quest in English comes across numerous words, such as “shaft,”
“beak,” “coat,” “claws,” and “barb.” The presence of such terms highlights the
variety of expertise that can be necessary for the translator to display, but
multimodality may also offer a certain degree of comfort. To illustrate, while
identifying the age of the griffin, Geralt is able to reach a conclusion thanks to the
color of the hairs in the griffin’s coat. The fan translation uses “post” [coat] while
discussing the griffin’s body, and the camera immediately shows the player the
griffin’s corpse (see Figure 28). This allows the player to follow what is being stated

in an easier way.

Gagasinin ucu yipranmig, postunda gri tiyler var - on, on iki yasinda.

Figure 28. Geralt investigating the griffin’s corpse in the fan translation
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In contrast to the fan translation, the official translation prefers the term
“kiirk” [fur] for “coat” (see Figure 29), which is not accurate from a zoological point
of view, as eagles have feathers, whereas lions have manes. Nevertheless, the visual
element in the scene enables the player to follow the scene without any confusion.
With the griffin’s corpse also displayed during the autopsy, the player is given

information via different modes.

Gaga ucu asinmis, kirkiindeki gri tiylere da bakilirsa on, on iki yasinda.

Figure 29. Geralt investigating the griffin’s corpse in the official translation

This example underlines the importance of multimodality and the role it plays
in video game translation. The official translation’s choice is not accurate due to the
body of the griffin, but the verbal element is featured alongside the visual, which
prevents confusion. As the griffin’s body or the body part that is relevant for the
category is displayed, the information that the player receives is provided through
different modes, which makes up for any translation decisions that can be
challenged. Therefore, the presence of different modes constitutes an integral part of

the critic’s analysis.
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CHAPTER 5

CONCLUSION

In this thesis, I offered a video game translation criticism model that attempts to
integrate all the components of a video game in the analysis. To this end, I
investigated the renowned video game W3WH and its official translation and the fan
translation into Turkish. I examined how the translations came into being, shedding
light on the translation processes as witnessed by the fans. Moreover, I attempted to
explore the translation strategies of the respective translation teams, identifying
common points as well as divergences. In this regard, the video game was treated as
a multimodal text, and the translations were accordingly studied with the video
game’s multimodal character in mind.

In Chapter 2, I introduced the theoretical framework and methodology of the
thesis, starting with a discussion on the use of “translation” for the transfer of video
games into other languages. “Translation” is preferred to the widely used
“localization” to emphasize the former term’s sophisticated nature and inclusiveness,
building upon the concept of “translation of multimedia interactive entertainment
software” (Bernal-Merino, 2013, 141). After challenging “localization” as the
dominant term to describe video game translation processes, I offered a discussion on
translation criticism and its development within Translation Studies. Although the
translation criticism model used in this thesis is mainly influenced by the work on
Reiss (1971) and Berman (1995), the ideas of other scholars who have shaped
translation criticism, including Nida (1964), Popovi¢ (1973; 1975a; 1975b; 1976),
and van den Broeck (1985) are analyzed as well. The video game translation

criticism used in this thesis is built on the perspectives and suggestions of the
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abovementioned scholars as well as Kaindl’s (2013) studies on multimodality, in
particular on his “multimodal conception of translation” (p. 49).

In Chapter 3, I analyzed the historical background of The Witcher saga, with
a particular emphasis on the books and the video games. In this regard, Sapkowski is
considered not only the creator of the saga but also a key figure whose influence
reaches beyond the literary works. As Sapkowski’s books and their journey to other
languages provide the foundation of the video games, I aimed at a deeper
understanding of the W3WH by focusing on the author’s background. Further,
Sapkowki’s importance as a fantasy writer is emphasized, as regardless of the media,
works of The Witcher saga display the characteristics of the fantasy genre. Lastly, I
visited the development stages of W3WH and followed the process chronologically,
discussing the reasons for the popularity of the video game. I argue that the video
game has managed to remain in-demand thanks to its engaging storylines, relatable
characters, advanced control mechanics, and later updates.

In Chapter 4, I carried out the video game translation criticism of W3WH in
English and its two translations in Turkish. This criticism was in the form of a
comparative analysis that investigates the translation strategies of the respective
translation groups. In this criticism, I attempted not to give priority to a single
translation, as the purpose of the analysis was not to evaluate but to describe,
question, and understand. The task of evaluating the translations is reserved for the
fans, and in this regard, it can be argued that both translations have survived the test
of time. Even though the official translation has largely superseded the fan
translation due to the former being available to all players once they purchase the
game, the fan translation topic on the forum is still alive and active. The fact that

there are still discussions on the fan translation as well as requests for the translators
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to translate the latest next-gen update is the clearest sign of fan translation’s success
in bonding with the fans and creating a loyal base.

The translation criticism started by discussing the background information on
the two translations. The focus here is on the fan translation, as the fan translators
managed to involve the fans on the forum, making it possible to follow the
translators’ steps after each progress update. Such a detailed step by step analysis
was not possible for the official translation. Although there were corrections and
updates to the official translation, they were not caused by fan reactions. In other
words, the involvement of the fans was non-existent for the official translation,
whereas the fan translators not only consulted the fans during the translation process
but also asked them to engage in discussions and make corrections after the launch of
their translation.

The translation of the coined term “witcher” was analyzed as a significant
difference between the official translation and the fan translation. This discussion
involved the term’s origin in the literary works of Sapkowski, other suggestions for
“witcher” in Turkish, and how “witcher” came into being in the first place. As the
criticism demonstrated, the strategy of preferring the English terms can be
considered a slight tendency in the fan translation. Even though “witcher” is the most
striking example of this method, there are various other proper names that the fan
translation leaves unchanged despite the official translation’s decisions to use
Turkish words. This tendency is worth noting, as it indicates the fan translators’
slight preference for English terms in their translation.

I carried out the criticism by focusing on the video game components, starting
with the main menu. Main menus are largely overlooked in the analysis of a video

game and its translation, as they are considered uninteresting due to their technical
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character. This might generally be true, but as the first screen that greets the player,
the main menu marks the starting point for the player’s immersion in the video game.
For the official translation, the main menu also marks the first place where the player
comes across the capitalized 7 and [ problem. The fan translators found a way around
the problem by changing the format of the letters, applying an ad-hoc solution that
managed to solve the problem permanently. In this particular case, the freedom of the
fan translators allowed them to change the game data, which would be out of the
question for the official translation team. It is also interesting to note that the fan
translators mentioned formatting issues as a potential problem that can most easily be
solved by achieving the status of the official translation. In this case, it was not the
support from the development company but the translators’ creativity as well as their
liberty to play with the game data that solved the problem.

Despite providing a solution to the capitalized / and / problem, the fan
translation features numerous inconsistencies in capitalization. This might hint at the
tendency of the quality control mechanism driven by the fans to overlook issues
about formatting, as long as the player is able to understand the instructions and
navigate through the menu. The official translation, on the other hand, demonstrates
a method that applies to all the items in the main menu. The success in creating a
consistent translation with regard to capitalization indicates the presence of a style
guide and a functioning quality control mechanism.

As for the in-game menu sections, the categories that [ investigated are
bestiary, character list, and books. One can criticize the exclusion of the remaining
categories as preventing the criticism from analyzing the entirety of the video game,
but it is the task of the critic to evaluate the sections and choose the ones that are

most relevant for a translation criticism. Bestiary, character list, and books offer us a
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fruitful discussion, and the criticism prioritized these categories due to their
prevalence as categories of fantasy genre analyses. Therefore, the translation
criticism considers W3WH not only as an RPG but also a multimodal work from the
fantasy genre. Moreover, the issues described in these categories largely encompass
the ones from the other sections.

In all the sections from the in-game menu that were discussed in this thesis,
there are certain similarities regarding translation strategies. To illustrate, both
translation teams made use of Turkish mythology while translating monster names,
and there are instances where the teams coined new terms. Although the strategies
are similar, it is not possible to detect a trend, as the translation groups did not
predominantly follow a unified approach while translating. One point that is unique
to the fan translation is the change of terms after receiving negative criticism from
the fans. The updates for the official translation are for correction purposes, whereas
the fan translators discussed their translations and explained their reasoning. In cases
where the majority of the fans were not happy with a certain term, it was replaced by
a different one to appease the fans.

The last category that [ investigated in the criticism involved cutscenes.
Cutscenes prominently display the strong multimodal character of video games, and
they emphasize video games’ place in AVT. Due to W3WH’s long and complex
storyline, the number of cutscenes that can be analyzed is virtually unlimited. For
this thesis, I focused on one cutscene sequence that depicts the troll language,
another one that features a song, and one that shows the autopsy of a griffin. As for
the troll language, both translation teams managed to convey its simplicity,
succeeding in recreating the humor inherent in the video game. Both translations use

different methods to convey the language of the trolls, and this demonstrates the
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existence of a variety of strategies that the translators can choose from. In the case of
the song, it becomes evident that the two translations devoted considerable effort to
the numerous elements that give the song prominence in the story. Both teams
attempted to translate the song by taking its literary language as well as significance
for the overall narrative into consideration. One striking feature in the fan translation
is the decision to change and update their choices according to the criticism they
receive from the fans. The translation of the cutscene that shows the autopsy, on the
other hand, highlights the importance of multimodal elements in the translation of the
video game, as the visual mode may make up for any misunderstandings resulting
from translation choices.

Four research questions were answered in the study through a comparative
and systematical video game translation criticism. The first research question
regarding the impact of multimodal elements on the translation of video games is
answered by an analysis of the different sections in W3WH. Each category that was
considered in the criticism highlights a combination of different modes in meaning-
making, starting from the main menu. These modes and their interaction with each
other are significant for not only the player but also the translators. The translation
choices of the two groups demonstrated the attention paid by them to the interactive
and non-verbal elements that create the gaming experience for the player.

The second research question regarding the differences between the
translation groups’ strategies was answered mainly by the textual analysis
component of the translation criticism. There are notable perspective differences that
the criticism managed to bring to the foreground, the most visible one being the
translation of the term “witcher.” Nevertheless, it is difficult to generalize the

strategies of the groups, as similar approaches were adopted for several challenges,
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such as monster names, proper names, and varieties in language use. The updates of
the fan translation showed fan translators’ readiness to listen to the fans’ feedback,
which resulted in the removal of innovative solutions. The updates that modified the
official translation were for correction purposes rather than offering an alternative to
appease the fans. On the other hand, the fan translators’ freedom to change the game
data gave them the opportunity to reach solutions that the official translation group
could not achieve, such as the capitalized letter 7 and 7 issue.

The third research question regarding the influence of the saga on the
respective translations was answered by revisiting the preceding works as well as the
influence of the previous games. Emphasis was placed on the literary works, as they
are the starting point of the saga. The discussions on the forum showed that the fan
translators consulted Sapkowski’s work in especially disputed topics, such as the
translation of the term “witcher” and monster names. In other words, the fan
translators viewed W3WH as a part of the lore. In contrast to this approach, the
official translation team limited the influence of Sapkowski’s work on their
translation strategies. The official translation team displayed a consistent attitude
with their work on the previous titles, utilizing the translation choices that had been
used previously. The fan translation challenged various suggestions from the
previous games and offered alternatives, but this strategy was legitimized by
highlighting the choices where they agreed with the previous games. The fan
translation thus confronts the translations of the previous games and embraces them
at the same time, attempting to establish a middle ground.

The fourth research question regarding the coexistence of both translations
was answered by the translation criticism carried out in the study. Both translations

have their fan bases that support one translation team’s choices and criticize the other
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side. The announcement of the official translation caused an uproar among the fans
active on the forum who were not content with the developer’s attempts to hide the
ongoing official translation process. As a result, the fans who had started to use the
fan translation took a negative attitude towards the official translation. Despite the
official translation team’s moderate language in their statements, the disappointment
of the fan translators as well as the fans supporting them formed two camps with
hard-line views. Although there are certain highly visible differences between the
two translations in terms of the translation strategies, the division between the two
camps is largely emotional, with the fan translators considering themselves the
victims. The two works are able to coexist despite the discrepancy in the respective
teams’ self-depiction. Although the fan translators criticize 23 Studios and their work
for numerous translation decisions, several fans challenge the fan translators as well,
referring to the fan translators' complaints about 23 Studios and accusing them of
carrying out exactly what they criticize.

There are certain limitations to my study that are worth mentioning. Firstly,
even though a translation criticism focuses on a single work and its translations, this
brings up the issue of generalizability of the findings. Criticizing other video games
and their translations would prove useful to compare the results and analyze other
contexts as well as genres. As such, it should be acknowledged that my study serves
as an introduction to integrate translation criticism into video game translation
research. Naturally, research on other video games and genres might benefit from
diverse theoretical frameworks, both within and outside translation criticism theory.
However, multimodality serves as a fruitful point of departure for the analysis of
video game translations, and the case of W3WH is unique in the sense that it offers

two translations into the same language.
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Another limitation of the study is the time and space constraints inherent in a
video game translation criticism. Especially in a video game such as W3WH, it is
virtually impossible to offer a discussion on all the translation choices. The logical
choice in this case seems to be focusing on a specific part of a feature of the video
game, but it was the goal of my criticism to consider sections that are mostly
disregarded, such as the main menu, to offer a holistic analysis. Therefore, the thesis
attempted to select a smaller number of texts that provide a meaningful
representation of the translators’ strategies and preferences.

Further research on video game translation can focus on different video
games by departing from other theoretical bases. The central point of my research
was W3WH and its translations into Turkish as multimodal texts, which is why the
participants in the processes and the perception of the translations were involved in
the study via secondary sources. The use of the forum and online contributions can
be criticized for not being representative of all the people who worked on or
consumed the translation product. Nevertheless, the forum is chosen as the channel
through which the fan translators connected with the fans, and even 23 Studios
posted on the forum to explain its side of the translation story of W3WH. The use of
the forum and the Internet for the analysis is therefore a justified position, but further
interviews, surveys, or questionnaires can be conducted to reach a larger sample and
collect more diverse perspectives.

Sarigiil (2020) studied the localization process in the official translation of
W3WH and the fan translation of Dota 2, and my study both complements and
challenges his findings. To illustrate, Sarigiil’s (2020) arguments for the less
hierarchical structure of the fan translator groups and the feedback mechanism

through the fans appear to be applicable for the fan translators of W3WH. However,
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his finding on the fan translation limiting itself to the players’ expectations in
contrast to the official translators’ tendency to come up with novel translations and
methods is not entirely in line with the present findings. The fan translators’ choice
to preserve the term “witcher” in its English form supports Sarigiil’s (2020) findings,
but strategies such as the visible addition of the Black Sea dialect and the change of
the translation of “bestiary” are clear signs of the fan translators’ attempts to devise
innovative solutions. For the two translations, it is apparent that the translation
processes and the role of the actors who take part are different. A translation
criticism of the two translations revealed that this difference is reflected in the
translators’ strategies.

Lastly, my study challenges the dominant view of the localization industry
that translation is, by definition, a limited concept. Translation remains a complex
activity that is highly dynamic and therefore capable of reacting to the developments
of the world. According to this view, localization does not challenge translation but
enriches it by emphasizing the recent emergence and widespread adoption of
technology. Translation Studies has acknowledged this trend as well and has been
increasingly focusing on the impact of technology, introducing new fields of
analysis, such as multimodality.

As multimodality can be observed in virtually any text (Gambier, 2006), the
discussion changes its nature from whether multimodality exists to how Translation
Studies can investigate it. After all, multimodality is the norm, not the exception
(Kaindl, 2013). This phenomenon is directly linked to the technological
advancements that create new forms of multimodal text, which the discipline has the
tools and theoretical bases to study efficiently. In this endeavor, the concept of

translation proves useful, as it enables a wider conception of text that goes beyond
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the verbal element. My thesis implements this idea by analyzing a video game and its
translations into Turkish as texts that create meaning for the players via several
modes. The video game's multimodal character determines how the game is enjoyed
and therefore marks the importance of studying the different modes together.

It is true that new forms of texts have emerged, such as the video game as a
multimodal text, but as my analysis demonstrates, translation criticism is still a
valuable tool to study translations, regardless of their complexity. Therefore,
Translation Studies and the localization industry have a lot to learn from each other,
and the collaboration of both sides will be particularly beneficial, as they can

complement each other by offering different perspectives.

125



REFERENCES

23 Studios. (2023). About us. Retrieved from https://23studios.org/about-us/

Adol125. (2016, April 4). Eyvallah; bende efsunger yerine witcher 1 tercih
edenlerdenim [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-234#115832276

Aktiirk, M. (2022). Exploring translation strategies in The Witcher 3: Wild Hunt.
Istanbul: Bilgi University.

Albachten, O. B. & Giirgaglar, S. T. (2020). Retranslation and multimodality:
introduction. Translator, 26(1), 1-8.

Bajda, P. (2017). A no bullshit conversation with the authors behind The Witcher
and Metro 2033. Vice. Retrieved from
https://www.vice.com/en/article/wn938w/a-no-bullshit-conversation-with-
the-authors-behind-the-witcher-and-metro-2033

Basteryus. (2016, March 27). Geri bildirim formunda herkes degisiklik yapabiliyor
haberiniz olsun [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-176#115610067

Baxter, R. (1998). Bestiaries and their users in the Middle Ages. Stroud: Sutton
Publishing.

Berman, A. (2009). Toward a translation criticism.: John Donne. (F. Massardier-
Kenney, Trans.). Kent: Kent State University Press. (Original work published
1995)

Bernal Merino, M. A. (2007). Challenges in the translation of video games. Revista
Tradumatica, 5, no pagination.

Bernal Merino, M. A. (2008). Creativity in the translation of video games. Quaderns
de Filologia: Estudis Literaris, 13, 57-70.

Bernal Merino, M. A. (2013). The localisation of video games. London: Imperial
College London.

Bushouse, E. (2015). The practice and evolution of video game translation:
Expanding the definition of translation. Massachusetts: University of
Massachusetts.

buster. (2016, March 27). Tesekkiirler, boyle yorumlar cidden bizi sevindiriyor;
¢linkii hedefimiz bu dediklerinizi saglamakti; ulasabildiysek ne mutlu [Online
forum comment]. Retrieved from https://forum.donanimhaber.com/the-
witcher-3-100-turkce-dil-paketi-v4-00-yayimlandi-w3tr-pidacs-com--
110088760-178#115610741

126



Biihler, K. (1965). Sprachtheorie. Stuttgart: Gustav Fischer Verlag.

Cabrera G. & Bartolomé A. (2005). New trends in audiovisual translation: The latest
challenging modes. Miscelanea: A Journal of English and American studies,
31, 89-104.

Carlson, R. & Corliss, J. (2011). Imagined commodities: Video game localisation
and mythologies of cultural difference. Games and Culture, 6(1), 61-82.

Cisneros, O. (2012). From isomorphism to cannibalism: The evolution of Haroldo de
Campos’s translation concepts. T7TR, 25(2), 15-44.

Change. (2013). The Witcher 3: Wild Hunt’1n Tiirkce dil destegine sahip olmasi icin
bir imza da sen ver. Retrieved from https://www.change.org/p/the-witcher-3-
wild-hunt-%C4%B 1n-t%C3%BCrk%C3%A 7e-dil-deste%C4%9Fine-sahip-
olmas%C4%B1-1%C3%A7in-bir-imza-da-sen-ver

Chaume, F. (2018). Is audiovisual translation putting the concept of translation up
against the ropes? The Journal of Specialised Translation, 30, 84-104.

Cronin, M. (2003). Translation and globalization. London & New York: Routledge.

Cronin, M. (2010). Globalisation and translation. In Y. Gambier & L. v. Doorslaer
(Eds.), Handbook of translation studies: Volume I (pp. 134-140). London &
New York: Routledge.

Desjardins, R. (2017). Translation and social media: In theory, in training and in
professional practice. London: Palgrave Macmillan.

Diaz-Cintas, J. & Muios Sanchez, P. (2006). Fansubs: Audiovisual translation in an
amateur environment. The Journal of Specialised Translation, 6, 37-52.

Diaz-Cintas, J. (2008). The didactics of audiovisual translation. Amsterdam: John
Benjamins.

Di Marco, F. (2007). Cultural localisation: Orientation and disorientation in Japanese
video games. Revista Tradumatica, 5, no pagination.

Dietz, F. (2007). How difficult can that be? — The work of computer and video game
localisation. Revista Tradumatica, 5, no pagination.

Dinler, B. V. (2022). Methodological approaches to video game translation: The
case of Kingdom Come: Deliverance. Istanbul: Atilim University.

Diri, B. (2019). Oyun, web ve mobil uygulama yerellestirmelerindeki Tiirkce
sorunlart. Istanbul: 29 Mayis University.

Douma, F. (1972). Reviewing a translation: A practical problem in literary criticism,
Meta, 17(2), 94-101.

127



Drewniak, P. (2019). Literary translation and digital culture: The transmedial
breakthrough of Poland’s The Witcher. In R. Chitnis, J. Stougard-Nielsen, R.
Atkin, & Z. Milutinovic (Eds.), Translating the literatures of small European
nations (pp. 205-226). Liverpool: Liverpool University Press.

Dryden, J. (1680). On Translation. In R. Schulte & J. Biguenet (Eds.), Theories of
translation (pp. 17-31). Chicago: University of Chicago Press.

Dudzinski, R. & Ptoszaj, J. (Eds.). (2016). Wiedzmin: polski fenomen popkultury.
Wroctaw: Stowarzyszenie Badaczy Popkultury i Edukacji Popkulturowe;j
Trickster.

Edwards, K. (2011). Culturalization: The geopolitical and cultural dimension of
game content. Trans: Revista de Traductologia, 15, 19-28.

Egenfeldt-Nielsen, S., Smith, J. H., & Tosca, S. P. (2019). Understanding video
games: The essential introduction (4™ Ed.). London & New York: Routledge.

Ettinger, S. v. (2014). Translating video games: The localisation of Uncharted:
Drake's Fortune. Utrecht: Utrecht University.

Esselink, B. (2000). 4 practical guide to localisation. Amsterdam: John Benjamins.
Esselink, B. (2003). The evolution of localisation. MultiLingual, 57, 4-7.

Fernandez Costales, A. (2012). Exploring translation strategies in video game
localisation. MonTI, 4, 389-408.

Fernandez Costales, A. (2014). Video game localisation: Adapting superheroes to
different cultures. Quaderns: Revista de Traduccio, 21, 225-239.

fitzzgerald. (2016, January 17). Merhabalar, 6ncelikle bu kadar hizli ve diizenli
ilerlediginiz i¢in tebrik ve tesekkiir ederim [Online forum comment].
Retrieved from https://forum.donanimhaber.com/the-witcher-3-100-turkce-
dil-paketi-v4-00-yayimlandi-w3tr-pidacs-com--110088760-116#113670139

Flamma, A. (2020). Wiedzmin: Historia fenomenu. Wroctaw: Wydawnictwo
Dolnoslaskie Oddziat.

Folkart Di Stefano, B. (1982). Translation as literary criticism. Meta, 27(3), 241—
256.

France, P. (1996). Pour une critique des traductions: John Donne & The translator’s
invisibility: A history of translation [Review of the book Pour une critique
des traductions: John Donne & The translator’s invisibility, by A. Berman &
L. Venuti]. Translation and Literature, 5(1), 111-116.

Frasca, G. (2001). Videogames of the oppressed: Videogames as a means for critical
thinking and debate. Atlanta: Georgia Institute of Technology.

Fry. (2003). The localization industry primer. Localisation Industry Standards
Association.

128



Galhardi, R. M. (2014). Video games and fan translations: A case study of Chrono
Trigger. In C. Mangiron, P. Orero, & M. O’Hagan (Eds.), Fun for all:
Translation and accessibility practices in video games (pp. 175-196). Bern:
Peter Lang.

Gambier, Y. (2006) Multimodality and audiovisual translation. In M. Carroll, H.
Gerzymisch-Arbogast, & S. Nauert (Eds.), MuTra 2006 — Audiovisual
Translation Scenarios.: Conference Proceedings (pp. 91-98). Saarland:
Advanced Translation Research Centre.

Gambier, Y. (2008). Recent developments and challenges in audiovisual translation
research. In D. Chiaro, C. Heiss, & C. Bucaria (Eds.), Between text and
image. Updating research in screen translation (pp. 11-33). Amsterdam:
John Benjamins.

Gambier, Y. & Munday, J. (2014). A conversation between Yves Gambier and
Jeremy Munday about transcreation and the future of the professions. Cultus,
7, 20-36.

George of Kagen. (2015). These scars long have yearned for your tender caress
[Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-44#111507253

Gepfert, E., Kozubski, G., & Cholewa, P. W. (Eds.). (2000). Chosen by fate: Zajdel
award winners. Warsaw: SuperNOWA.

Glagowski, P. (2021). The Witcher 3: How long does it take to beat the game?
Retrieved from https://www.thegamer.com/the-witcher-3-how-long-finish-
story-extras-completionist/

Gopinathan, G. (2006). Translation, transcreation and culture. Theories of translation
in Indian languages. In T. Hermans (Ed.), Translating others: Volume II (pp.
236-246). Manchester: St. Jerome.

Guinness World Records: Gamer’s edition. (2016). Guinness World Records
Limited.

Guttfeld, D. (2017). Fantastic neologisms in translation: Creature names in
professional and amateur renderings of Sapkowski’s "Witcher" series into
English. Miedzy Oryginatem a Przektadem, 23(2), 77-96.

Hawhee, D. (2017). Bestiaries, past and future. Rhetoric Society Quarterly, 47(3),
285-291.

Holmes, J. (1988). The name and nature of translation studies. In J. Holmes (Ed.),
Translated! Papers on literary translation and translation studies (pp. 67-
80). Amsterdam: Rodopi.

House, J. (2001). Translation quality assessment: Linguistic description versus social
evaluation. Meta, 46(2), 243-257.

129



Hyttinen, M. (2010). Bringing the foreign into play: Cultural transfer in video game
localisation. Tampere: University of Tampere.

Jackson, K. D. (2010). Transcriacao/transcreation: The Brazilian concrete poets and
translation. The Translator as Mediator of Cultures, 3, 139-160.

Jin, L. (2013). The "Afterlife" of Henrik Ibsen's Ghosts in Lin Shu's Meinie: A case
study of translation as transculturation. /bsen Studies, 13(2), 101-129.

Jarstad, M. C. (2018). Localisation of Undertale, an American video game, into
Japanese. Oslo: Oslo University.

Julkowska, V. & Wermer, W. (2018). Contemporary lives of the past. Poznan:
Faculty of History, AMU.

Kaindl, K. (2013). Multimodality and translation. In C. Millan & F. Bartrina (Eds.),
Routledge handbook of translation studies (pp. 257-270). London & New
York: Routledge.

Kaindl, K. (2019). A theoretical framework for a multimodal conception of
translation. In M. Boria, A. Carreres, M. Noriega-Sanchez, & M. Tomalin
(Eds.), Translation and multimodality (pp. 49-70). London & New York:
Routledge.

Kandel, M. (2010). 4 Polish book of monsters: Five dark tales from contemporary
Poland. New York: PIASA Books.

Karagoz, S. (2019). Amatérler, uzmanlar, kasifler: Tiirkiye 'de video oyun ¢evirileri
ve yerellestirme siireci. Istanbul: Yildiz Technical University.

Ketola, A. (2016). Towards a multimodally oriented theory of translation: A
cognitive framework for the translation of illustrated technical texts.
Translation Studies, 9(1), 67-81.

Koelewijn, C. (2015). Of stolen boats and antialiasing: Translating Rockstar’s video
game Grand Theft Auto V. Utrecht: Utrecht University.

Kohler, C. (2016). Power-up: How Japanese video games gave the world an extra
life. New York: Dover Publications.

Kohlmayer, R. (1988). Der Literaturiibersetzer zwischen Original und Markt: Eine
Kritik funktionalistischer Ubersetzungstheorien. Lebende Sprachen, 33, 145-
156.

Kothari, (2003). Translating India. Manchester: St. Jerome.

Kress, G. & van Leeuwen, T. (1996). Reading images: The grammar of visual
design. New York: Routledge.

Kress, G. & van Leeuwen, T. (2001). Multimodal discourse: The modes and media
of contemporary communication. London: Arnold Publishers.

130



LeBlanc, W. (2022). The Witcher 3 has sold more than 40 million copies, Cyberpunk
2077 surpasses 18 million. Game Informer. Retrieved from
https://www.gameinformer.com/2022/04/14/the-witcher-3-has-sold-more-
than-40-million-copies-cyberpunk-2077-surpasses-18-million

Lee, T. K. (2013), Performing multimodality: Literary translation, intersemioticity
and technology. Perspectives, 21(2), 241-256.

Lefevere, A. (1987). “Beyond interpretation” or the business of (re)writing.
Comparative Literature Studies, 24(1), 17-39.

Lefevere, A. (1992). Translation, rewriting, and the manipulation of literary fame.
London & New York: Routledge.

Legolas777. (2015). Meraklis1 arkadaslara ¢ok dnceden Priscilla'nin sdyledigi
sarkinin ¢evirisini yapmistim [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-27#110758994

LISA. (2003). The localization industry primer (2" Ed.). Geneva: Localization
Industry Standards Association.

Llewelyn, M. (2022). The Witcher 3: How long to beat. Gamerant. Retrieved from
https://gamerant.com/the-witcher-3-how-long-beat/#how-long-to-beat-blood-
and-wine

Mandiberg, S. (2009). Translation (is) not localisation: Language in gaming. Paper
presented at Digital Arts and Culture 2009, Irvine, USA.

Mangiron, C. & O'Hagan, M. (2006). Game localisation: Unleashing imagination
with 'restricted' translation. The Journal of Specialised Translation, 6, 10-21.

Mangiron, C. (2018). Game on! Burning issues in game localisation. Journal of
Audiovisual Translation, 1(1), 122-138.

Mangiron Hevia, C. (2007). Video game localisation: Posing new challenges to the
translator. Perspectives, 14(4), 306-323.

Mega Therion. (2015, December 20). Yalniz ¢eviri ¢ok hizli ilerliyor [Online forum
comment]. Retrieved from https://forum.donanimhaber.com/the-witcher-3-
100-turkce-dil-paketi-v4-00-yayimlandi-w3tr-pidacs-com--110088760-
81#112878968

Mejias-Climent, L. (2017). Multimodality and dubbing in video games: A research
approach. Linguistica Antverpiensia, 17, 99-113.

Meschonnic, H. (2003). Texts on translation. Target, 15(2), 337-353.

Munday, J. (2009). The Routledge companion to translation studies. London & New
York: Routledge.

131



Munday, J. (2016). Introducing translation studies (4™ Ed.). London & New York:
Routledge.

Newman, J. (2004). Videogames. London & New York: Routledge.

Newman, R. (2009). Cinematic game secrets for creative directors and producers.
Burlington, MA: Elsevier.

Nida, E. A. (1964). Towards a science of translating: With special reference to
principles and procedures involved in bible translating. Leiden: Brill.

Nida, E. A. & Taber, C. R. (1969). The theory and practice of translation. Leiden:
Brill.

nyanaa. (2016, August 25). Ortada buyuk bir emek ve bir firmanin isguzarligi.
[Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-425#119838027

O’Hagan, M. (2007). Impact of DVD on translation. The International Journal of
Research into New Media Technologies, 13(2), 157-168.

O’Hagan, M. (2009). Evolution of user-generated translation: Fansubs, translation

hacking and crowdsourcing. Journal of Internationalisation and Localisation,
1(1), 94-121.

O’Hagan, M. (2013). The impact of new technologies on translation studies. In C.
Millan & F. Bartrina (Eds.), Routledge handbook of translation studies (pp.
503-518). London & New York: Routledge.

O’Hagan, M. (2015). Game localisation as software-mediated cultural experience:
Shedding light on the changing role of translation in intercultural
communication in the digital age. Multilingua - Journal of Cross-Cultural
and Interlanguage Communication, 34(6), 747-771.

O’Hagan, M. (2018). Game localization: A critical overview and implications for
audiovisual translation. In L. Pérez-Gonzalez (Ed.), Routledge handbook of
audiovisual translation (pp. 145-159). London & New York: Routledge.

Odacioglu, C. & Koktiirk, S. (2015). Wolfenstein: The Old Blood oyununun Tiirk¢e
yerellestirilmis versiyonunda benimsenen ¢eviri yaklagimlar: ve bunun
oynanabilirlik diizeyine katkisi. Journal of History School, 23, 303-318.

Odacioglu, C., Loi, C. K., Koktiirk, S. & Uysal, N. M. (2016). The position of video
game localisation training within academic translation teaching. Journal of
Language Teaching and Research, 7(4), 675-681.

p4l "

Odrekhivska, 1. (2017). Consolidating Anton Popovic's "metacommunicational
context of translation" as a conceptual cluster. World Literature Studies, 9(2),
62-72.

132



Oittinen, R. (2003). Where the wild things are: Translating picture books. Meta,
48(1-2), 128-141.

Okyayuz, A. S. & Kaya, M. (2018). Gorsel-isitsel ¢eviri siniflarinda yaraticiligi ve
cokdisiplinlige gecisi desteklemek iizere tasarlanmis egitim vermek. The
Journal of Social Science, 5(20), 18-35.

Okyayuz, A. S. & Sancaktaroglu Bozkurt, S. (2022). Cok modluluk ve ¢eviri:
Nasreddin Hoca. Avrasya Uluslararasi Arastirmalar Dergisi, 10(32), 176-
193.

Onar, B. C. (2021). Translation strategies in game localization, a comparative
analysis of Uncharted 4. Istanbul: Bahgesehir University.

Oncii Yilmaz, T. & Canbaz, E. (2019). The role of translation in story-driven video
games: An evaluation of The Last of Us. Journal of Translation Studies, 26,
77-103.

Pérez-Gonzalez, L. (2009). Audiovisual translation. In M. Baker & G. Saldanha
(Eds.), Routledge encyclopaedia of translation studies (2" Ed.) (pp. 13-20).
London & New York: Routledge.

Pettini, S. (2017). The translation of realia and irrealia in game localization:
Culture-specificity between realism and fictionality. Rome: Roma Tre
University.

Pindel, T. (2021). Andrzeja Sapkowskiego i Jacka Dukaja rozwazania o fantastyce.
Annales Universitatis Paedagogicae Cracoviensis Studia Poetica, 9, 139—
157.

Popovi¢, A. (1973). Zum Status der Ubersetzungskritik. Babel, 19(4), 161-166.

Popovic, A. (1975a). The activities of Slovak translators and Slovak translation
studies. Neohelicon, 3, 107-112.

Popovic, A. (1975b). Tedria umeleckého prekladu: Aspekty textu a literarnej
metakomunikacie Bratislava: Tatran.

Popovic, A. (1976). Aspects of metatext. Canadian Review of Comparative
Literature, 3. 225-235.

Powered by Plants. (2017, February 3). ¢eviriyi yapan arkadaslar bu sekilde
cevirdiyseniz resmi yama olmasini nasil umdunuz ki? [Online forum
comment]. Retrieved from https://forum.donanimhaber.com/the-witcher-3-
100-turkce-dil-paketi-v4-00-yayimlandi-w3tr-pidacs-com--110088760-
508#123776419

Purchese, R. (2012). Ever wondered what the author of The Witcher books thinks
about the games? Eurogamer. Retrieved from
https://www.eurogamer.net/ever-wondered-what-the-author-of-the-witcher-
books-thinks-about-the-games

133



Purchese, R. (2015). The Witcher game that never was. Eurogamer. Retrieved from
https://www.eurogamer.net/the-witcher-game-that-never-was

Pym, A. (2002). A practical guide to localization [Review of the book A4 practical
guide to localization, by B. Esselink]. Target, 14(1), 189-193.

Pym, A. (2011). Translation research terms: A tentative glossary for moments of
perplexity and dispute. In A. Pym (Ed.), Translation research projects 3 (pp.
75-110). Tarragona: Intercultural Studies Group.

Reiss, K. (2000). Translation criticism - The potentials and limitations: Categories
and criteria for translation quality assessment (E. F. Rhodes, Trans.).
Manchester: St. Jerome. (Original work published 1971)

Sainio, M. N. V. (2019). The translation of moves in the Pokémon video games.
Kuopio: University of Eastern Finland.

Sajna, M. (2016). Quasi-medieval register in video games: A translator’s perspective.
Skase Journal of Translation and Interpretation, 9(1), 44-50.

Sanchez, P. M. (2009). Video game localisation for fans by fans: The case of
romhacking. The Journal of Internationalization and Localisation, 1, 168-
185.

Sapkowski, A. (1993). Ostatnie zyczenie. Warsaw: SuperNOWA.

Sapkowski, A. (2007). The last wish (D. Stok, Trans.). London: Gollancz. (Original
work published 1993)

Sarigiil, S. (2020). Turkish translation in the Steam Translation Server: Two case
studies on video game localization. Istanbul: Bogazi¢i University.

Schiler, R. (2010). Localization and translation. In Y. Gambier & L. van Doorslaer
(Eds.), Handbook of translation studies: Volume I (pp. 209-214). London &
New York: Routledge.

Sirkinti, H. A. (2022). Machine translation post-editing in video game localization.
Istanbul: 29 May1s University.

Silva, F. (2016). The mapping of localised contents in the videogame inFamous 2: A
multimodal corpus-based analysis. Florianopolis: Universidade Federal de
Santa Catarina.

Snell-Hornby, M. (1990). Linguistic transcoding or cultural transfer? A critique of
translation theory in Germany. In S. Bassnett & A. Lefevere (Eds.),
Translation, history and culture (pp. 79-86). London & New York: Pinter.

Stang, S. & Trammell, A. (2020). The ludic bestiary: Misogynistic tropes of female
monstrosity in Dungeons & Dragons. Games and Culture, 15(6), 730-747.

Steam. (2023). The Witcher 3: Wild Hunt. Retrieved from
https://store.steampowered.com/app/292030/The_ Witcher 3 Wild Hunt/

134



Strong, S. (2018). Gamer-generated language and the localisation of massively
multiplayer online role-playing games. London: University College London.

Szurawitzki, A. (2010). Japanese video game localisation: A case study of Sony’s
Sairen series. Helsinki: University of Helsinki.

Spirk, J. (2009). Anton Popovié¢’s contribution to translation studies. Target, 21(1),
3-29.

Sahin, M. (2013). Ceviri ve teknoloji. Izmir: Izmir Ekonomi Universitesi Yaymevi.

Sen, O. [venomtrk]. (2016, August 25). Arkadaslar merhaba, ben Okan Sen, 23
Studios ekibi adina yaziyorum. [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-415#119826910

Sener, 1. (2020). Andrzej Sapkowski nin Witcher romanlarimin interaktif bir video
oyununa uyarlanmasi iizerine medyalararasi bir ¢alisma. Sakarya: Sakarya
Universitesi.

The Witcher. (2012). Want to help us with translating The Witcher to your language?
Read how the Turkish version was made. Retrieved from
https://www.thewitcher.com/us/en/news/572/want-to-help-us-with-
translating-the-witcher-to-your-language-read-how-the-turkish-version-was-
made

Torresi, [. (2008). Advertising: A case for intersemiotic translation. Meta, 53(1), 62—
75.

Touiserkani, F. (2015). Politeness in adaptation of Persian multimodal texts: The
case of “Half Life 2” videogame. Social and Behavioural Sciences, 195, 796-
802.

Toury, G. (1995). Descriptive translation studies and beyond. Amsterdam &
Philadelphia: John Benjamins.

TxsMelih. (2015a, September 18). Rom kurarken bir keresinde telefon agilmamaisti
hocam unutur muyum hig¢ [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-3#110270649

TxsMelih. (2015b, September 18). Pek sanmiyorum ps4 e ¢ikacagina [Online forum
comment]. Retrieved from https://forum.donanimhaber.com/the-witcher-3-
100-turkce-dil-paketi-v4-00-yayimlandi-w3tr-pidacs-com--110088760-
77#112687857

TxsMelih. (2016, August 25). Merhaba. Arkadaslarimizdan bir tanesi dayanamayip
size bir mesaj gondermis. [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-416#119827636

135



tzakhi. (2016, April 27). ¢iktiginda dnce zevk ala ala oynayip bitiririz o 2 hafta siirer.
[Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-287#116427187

Van den Broeck, R. (1985). Second thoughts on translation criticism: A model of its
analytic function. In T. Hermans (Ed.), The manipulation of literature:
Studies in literary translation (pp. 54-62). London & Sydney: Croom’s Helm.

Van QOers, A. (2014). Translation Strategies and Video Game Translation: A Case
Study of Beyond Good and Evil. In C. Mangiron, P. Orero, & M. O’Hagan,
(Eds.), Fun for all: Translation and accessibility practices in video games (p.
129-148). Bern: Peter Lang International Academic Publishers.

Venuti, L. (1995). The translator’s invisibility: A history of translation. London:
Routledge.

Venuti, L. (2007). Adaptation, translation, critique. Journal of Visual Culture, 6(1),
25-43.

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

Vermeer, H. (1986). Ubersetzen als kultureller Transfer. In M. Snell-Hornby (Ed.),
Ubersetzungswissenschaft — Eine Neuorientierung zur Integrierung von
Theorie und Praxis (pp. 30— 53). Tiibingen: Francke.

Vieria, E. R. P. (1999). Liberating calibans: Readings of antropofagia and Haroldo de
Campos’ poetics of transcreation. In S. Bassnett & H. Trivedi (Eds.), Post-
colonial translation: Theory and practice (pp. 95-113). London & New York:
Routledge.

Wawro, A. (2015). With over 4M sold, Witcher 3 handily recoups estimated $67M
budget. Game Developer. Retrieved from
https://www.gamedeveloper.com/business/with-over-4m-sold-i-witcher-3-i-
handily-recoups-estimated-67m-budget

Wille, T. d. (2017). A mixed methods investigation on perceived quality in
crowdsourced localisation. Limerick: University of Limerick.

_Witcherer . (2016a, April 3). ilk sayfada gereken agiklama yapildi bu hususta.
[Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-228#115804207

_Witcherer . (2016b, August 31). Risale-i Mahlukat, Tiirkiye'de fantastik roman vb.
seyler fazla yazilmadigi i¢in, bizde eksik olan RPG kelimelerine bir katkida
bulunabilelim diye uydurdugumuz [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-462#120009226

136



yamacil771. (2015a, September 21). Anlattiklarmiz i¢in tesekkiirler, benim agimdan
pek gerek yoktu [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-8#110355265

yamacil771. (2015b, October 6). bu sarki eskiye veya ge¢mis manalara génderme
yapmuiyor, geralt ve yenneferin agkina gonderme yapiyor, ve zaten ben
giizelce ¢evirdim yani [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-27#110759519

yamacil 771. (2015¢c, November 1). Bu sabah riiyamdan akip gittin degil, Sabahin
gelmesiyle rilyam terkettin olmasi lazim neyse ¢ok kasma haci bosver bize
birak [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-44#111510861

yamacil 771. (2015d, November 3). sorun witcher 2 yi ¢evirenlerde degil, sorun
witcher evreninin kendisinden, sorundan ¢ok, en basit karakterler bile en basit
ctimleleri karisik [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-45#111559045

yamacil771. (2015e, November 30). Profesyonel degiliz o konuda bir garanti
veremeyiz. [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-65#112319351

yamacil771. (2015f, November 30). Bu font isine bir el atayim dedim, fontu
bozmay1 basarabildim, bu da bir gelismedir en azindan degisik bir font
buldum [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-68#112402932

yamacil771. (2016, April 12). w2'deki canavarlar Arachas - Arakhas (w2 ile ayni)
Bruxa - Bruksa (w2 ile ayni1) Bullvore (w3de yok) Dragon - Ejderha (w2 ile
ayni) [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-253#116047569

Yunker, J. (2002). Beyond borders: Web globalization strategies. Indianapolis: New
Riders Publishing.

yusufulas. (2016, September 2). Yani dandelion yerine karahindiba ya da hindiba
olsayd1 da sorun yok benim i¢in diyorsaniz sdylenecek bir sey kalmiyor zaten
size resmi [Online forum comment]. Retrieved from
https://forum.donanimhaber.com/the-witcher-3-100-turkce-dil-paketi-v4-00-
yayimlandi-w3tr-pidacs-com--110088760-466#120053492

137



Zabalbeascoa, P. (2008). The nature of the audiovisual text and its parameters. In J.
Diaz-Cintas (Ed.), The didactics of audiovisual translation (pp. 21-37).
Amsterdam & Philadelphia: John Benjamins.

Zan, A. (2018). Domestication and foreignization in the Turkish translation of video
games. Ankara: Hacettepe University.

138



