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Abstract: 

In this thesis, I analyzed the Spanish language of six movies: El Infierno, Amores Perros, Sobreviviendo Guazapa, Voces Inocentes, La Vendedora de Rosas, and No Future to explain how the language is used in violent environments. Thus, each film contained element(s) of violence whether it related to physical, sexual, drug violence, or war. Since I focused on a linguistic analysis, I divided my research into three linguistic levels: lexical, phonetics, and morphology. The results of the analysis showed that the environment of violence as a sociolinguistic factor supports an overuse of slang (lexical level) in the movies related to drugs and sexual violence between young people. Aside from this, there is a change of registers (formal and informal) with the use of certain pronouns vos, tú, and usted (morphological level) not only to express distance and closeness, but also domination by using violent language with the pronouns. The phonetic level demonstrated the characteristics of the dialect of Medellín in La Vendedora de Rosas and No Futuro. Therefore, these Colombian films (focused on the lower class of society) saw a very narrow portrayal of the language. There were similar linguistic characteristics in the films, El Infierno and Amores Perros, but the inclusion of code-switching, the words utilized from a cartel leader, and the pronunciation is intended to represent the Spanish of Mexico near the border. One of the films from El Salvador, Voces Inocentes (based on a real story), displayed standard Spanish compared to the film, Sobreviviendo Guazapa. The standard Spanish is present due to the circumstances surrounding the film and its historical purposes. The language is altered depending on one’s environment, but the films do not represent an entire group of people or does not speak for all.
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1. Introduction 

	Language is altered by one’s environment and it changes according to the factors that are presented. Whether those altercations are positive or negative, the language will change. This thesis focuses on how violence interacts with one’s social status, specifically within the lower classes that is represented in six films, No Futuro (1990), La Vendedora de Rosas (1998), Voces Inocentes (2004), Sobreviviendo Guazapa (2008), Amores Perros (2000) y El Infierno (2010), well known movies from Colombia, El Salvador, and Mexico, respectively. My main purpose of this thesis is not only to explain how the Spanish language is affected by social factors, such as violence, drugs, and abuse, but also how it is portrayed through the films I have chosen. I decided to focus on violent situations in the films that either have mental, emotional or physical violence, such as war scenes, vulgar and angry conversations, or physical abuse towards other characters in the film.  
 	Currently, most of the research on movies and Spanish language focus on examining how the subtitles are different from the real translations and variations within the film explained in Paul Markham and Lizette Peter’s study titled, “The Influence of English Language and Spanish Language Captions on Foreign Language listening and Reading comprehension.” I would like to contribute to the field of Hispanic linguistics by analyzing three linguistic levels (phonetics, morphology, and lexicon) represented in the selected films. Therefore, my research questions are exploring: if there is any relation between the language presented in the film and the customary language of each individual country, if one is able to see the three levels of linguistics interact with each character, and if the environment alters the way the characters speak.
This thesis is divided into six chapters: Introduction, Theoretical Framework, Methodology, Descriptions and Analysis of Evidence, Discussion, and Conclusion. I focused on three countries, El Salvador, Mexico, and Colombia. I selected two movies for each country that depict the lower-class society to see if there is any correlation between the language one uses and his or her environment, specifically a violent one. I was eager to analyze and understand how violence interacts with the linguistic field of Spanish. 
2. Theoretical Framework 
2.1 Movies and Social-historical Context 
The movies for this thesis share a common theme: the overall violent atmosphere is a vicious world filled with drugs and malevolent characters. Violence, such as physical and emotional violence, is shared on both the individual and the community level within these films. I selected Colombia, El Salvador, and Mexico because of their violent and infamous historical events that correlate with lower social classes, such as Pablo Escobar’s reign in Colombia during the ninetys (Naef 485), the initial conflicts of the El Salvadorian civil war during the twentieth century (Stein 320), and Mexico’s dangerous inner-city drug violence (Shirk 1394). 
2.1.1 Colombian Films
	It is important to know the historical background of each country in order to understand the premise of each film. Colombia, during the 1980s and 1990s, was a country filled with violence viewed in massive amount of drug abuse, constant car bombs, and the actions of militant groups (Holmes 3). Holmes said that, “Colombia remained relatively poor as measured by poverty rates...yet violence restrains economic growth and drugs distorted the economy” (Holmes 3). During this time frame, Colombia’s government[footnoteRef:1] attempted to address their “unemployment and educational problems along with the violence and illegal drugs,” because they desired a more stable country (Holmes 46).  [1:  It has been stated many times that Colombia has led the illegal drug industry, but some analysts say that it has actually helped the Colombian economy, which seems counter-intuitive. However, the economy grew at a constant stable “rates due to the positive income effects of illegal drug dollars,” however there was a lot of violence related to these particular scenarios (Franz, 564). ] 

 	During this period, Medellín was established as the drug capital of Colombia, which transported cocaine through South and Central America. However, due to security measurements and a tighter approach to law enforcement, Colombia has grown to become a safer community (Naef 485). Because both films take place in Medellín, it is important to focus on this city even though there was a lot of violence that occurred in other cities around Colombia. Medellín was one of the biggest drug producing cities due to Pablo Escobar, who was the leader of the Medellin Cartel and introduced illicit drugs on the Colombian market (Naef 2017). During Pablo Escobar’s reign, not only did he introduce drugs to the streets, he introduced violence as well. Under Escobar’s orders, bombs were placed randomly in cars, government officials were threatened, and families struggled to survive (Naef 2017). Tensions were high within the middle class, but it was even more severe on the streets. This is crucial to acknowledge because both films, La Vendedora de Rosas and No Futuro, were set in Medellín during the chaotic time frame of 1980s-1990s. 
[bookmark: _GoBack]	La Vendedora de Rosas (1998), directed by Victor Gaviria, centers on young disenfranchised children who are left to the streets of Medellín trying to survive. Arvum Shriar says, “[this film] portrays the uncertain moral and social environment that young adults and children face while negotiating relationships among family and friends. As with much of the world’s contemporary, popular cinema, prevalent themes in these two films are drug addiction, larceny, and off-hand brutality” (Shirar 133). They indulge in drugs, alcohol, and inappropriate behavior; however, Mónica tries to escape this harsh reality in order to make a better life for herself. 
	Mónica, the protagonist, struggles with psychological conditions where she has hallucinations about her mother and how she wants to be free of this violent world. Arvum Shriar states, “these children seem disenchanted by being trapped in a world not of their design, uncertain of how to find a better life and searching for it on the streets,” since their needs are not met at their homes (Shirar 134). At the end of the film, Monica attempts to take care of her friends and shields them from the violence and drug abuse. She no longer wants to be exposed to these aspects of life. She also wants the same for her friends because she does not want this type of life to destroy them slowly. In this film, the violent manner of humanity is demonstrated through men emotionally abusing the children, the violent nature of the streets of Medellín during this time frame, and how the children are poisoned with terrible items, such as drugs, causing the characters to fend for themselves.
	No Futuro (1990), directed by Victor Gaviria is quite similar. There is a group of young adults who hover around the streets of Medellín flirting with others, smoking illicit substances, and indulging in violent and cruel acts. While they should be attending university, they decide to spend their time conversing with others. No Futuro follows the story of a young boy, Rodrigo, who follows his friends that partake in dangerous activities, such as robbery, physical altercations, and arguments. Eventually, their actions have consequences, such as one of their friends being viciously killed causing Rodrigo to flee the scene. Both films contain explicit usage of drugs, alcohol, and violent encounters with elders from local authorities. These story lines and the environment where the characters are placed, allow for the evaluation of the Spanish language presented in the film. 
2.1.2 El Salvadorian Films
	In comparison, El Salvador had a very violent history filled with civil wars, drug wars, and political turmoil along with other countries located in Central America[footnoteRef:2]. It is stated that, “the incipient and fragile democracies that emerged in Guatemala, El Salvador, Honduras, and Nicaragua in the 1980s were the result of transitions from authoritarian regimes and military dictatorships” (Stein 320). Each country was trying to obtain peace for their people but failed, which caused the explosion of a profitable gun trade, drugs, and military power.  [2:  This situation is very complex because the United States had a huge part in this civil war. During the beginning of the 1980s, Central America was covered with authoritarian regimes; therefore, the United States believed that they should get involved. This continuous idea of cooperation with other countries led to El Salvador and Honduras becoming “the main recipients given the massive military and economic aid provided by the United States as part of its counterinsurgency strategy” (Stein, 321). ] 

	The movies, Voces Inocentes (2004) and Sobriviendo Guazapa (2008), follow the storyline of the El Salvadorian civil war (1980s-1990s) filled with violence, soldiers, and questionable characters. In 1982, El Salvador entered a civil war where the “El Salvadorian government was making a significant and concerted effort to curb human rights abuses and promote economic reform,” since damage was created by the guerilla soldiers (Armstrong iv). Throughout El Salvador’s history, there had been several coups to change the government of El Salvador, such as the people of El Salvador, the United States, and the Central Intelligence Agency in order to change the political structure of the country (Armstrong 59-116). This did not sit well with the community and the Salvadorians continued to have a violent atmosphere until the end of the war. 
	Both films disclose the sadness and ruins of the continuation of El Salvador’s civil war. Voces Inocentes (2004) follows a family comprised of three children and a mother, who are attempting to survive day by day without getting hurt in the middle of the night. The boy, Chava, tries to find a job, assist his mother, and care for his sister and brother, even though he is only ten years old. Throughout the film, the audience can see how violence tears the community apart, but also encourages them to become stronger when they decide to send Chava by himself to the United States to start a new life. The community realized he would be much safer there (Voces Inocentes). It is a film about the fight for justice within the Salvadorian community because they no longer want to tolerate the violence. There is a pivotal scene in the film where the priest stands in front of the church and the community is gathered, while their city lays in ruins. He lectures them, says that they cannot give up hope even though the war continues to occur. Not only does it demonstrate that the violence is a terrible factor in their lives, but it demonstrates that the priest views the people as his equal. 
	In comparison, Sobrevivendo Guazapa (2008) tells the story of two soldiers, Julio and Pablo. However, both soldiers are from opposing sides: one from the Salvadorian government and the other is from a guerilla military group (Sobrevivendo Guazapa). They are trapped in the jungle trying to survive from anyone who is wanting to destroy them. This film is filled with tiny moments of dialogue that create the emotional story shared between these two men. For most of the film, they are attempting to outrun the soldiers, share conversations about their memories of their families, and look to the future for hope. While in the jungle, they stumble across a girl who is lost and does not know where her family is. Both soldiers decide that this girl should be returned to her family, as the war has already caused enormous damage at this point (Sobrevivendo Guazapa). 
	In the end, one of the soldiers dies and the other is left to survive with the girl in the jungle. At the end of the film, the soldier is seen reuniting the girl with her family and realized how much pain this war has caused (Sobrevivendo Guazapa). In the beginning, they did not get along since they were on opposing sides, but as time passed, they realized that neither would survive the violence without each other’s help. 
2.1.3 Mexican Films
	Mexico was known for its drug cartels, violent crime, and dangerous manipulations to and from the border, but it still struggles with drug conflicts across the country. I researched into Mexico’s history by gathering information on its drug policies and cartels, while including two movies into my research, El Infierno (2010) and Amores Perros (2000). Nemer states, “in the past 20 years, Mexico has completely abandoned the socialist policies that were adopted as official governmental policies after the 1910 revolution and has restructured its economy to fit a global policy of open markets” (Neril 1). This sounds as though Mexico is attempting to recreate a safe environment. However, Neri states that due to Mexico being a multicultural nation that has various situations, such as hostile environments that contain drug markets and cartels, there will be opposition within communities causing the violence to emerge (Neri 12). This also includes the indigenous population that was pushed out due to the emerging metropolitan cities. More specifically, Mexico has had an increase in drug violence since 2008 (Shirk and Wallman 1353). Shirk and Wallman state that, “the highest rates of homicide have been concentrated in areas associated with the production or transit of illicit drugs,” such as marijuana or opium poppy located in Mexico’s Golden Triangle, “which includes the states of Sinaloa, Chihuahua, and Durango” (Shirk and Wallman 1354). 
	The violence in Mexico has become a normalized concept, but has escalated to “decapitated heads and other body parts rolled into bars or strewn about public places,” which the narco-traffickers utilize as a way of communication between the cartels (Shirk and Wallman 1354). Specifically, between the 1970s and 1990s, Mexico was one of the top countries selling drugs to others, such as the United States and some European countries. It is stated that, “during the 1980s, Mexican smugglers began to move into the lucrative cocaine market as counter-drug efforts staunched the flow from Colombia into South Florida,” and therefore the traffickers were able to create major drug operations (Shirk and Wallman 1357). This created an environment where citizens across Mexico were worried about their lives, and if the violence would emerge from the cartels or from the governments. In both films, Amores Perros (2000) and El Infierno (2010), audiences can see the dynamic between the people and the drug world that leads to violence. 
	The film, El Infierno, follows the story of a man named Benny, who returns to Mexico in order to provide for his nephew. His house is located near the border between Mexico and the United States, which is an automatic and ideal place for drug cartels to fortify in the film. Benny wants to support his family and believes he can obtain an honest job and work hard. However, while in an ideal world that seems modest, in Mexico that is not something that Benny is able to achieve without doing vicious and corrupt actions. Benny decides to work for a man named, Cochiloco, who is a kingpin that runs a drug cartel near the border of the United States and México. 
	Unfortunately, the audience is not able to comprehend his name, but the idea is that Cochiloco is not an honest man. Benny starts to complete jobs for him and his son (who is also part of the business). However, people get hurt along the way and Benny is exposed to a new abstract concept that his brain cannot comprehend. For example, Benny does not know that he has to murder civilians or collect Cochiloco’s debt. Before all of this, Benny believed that he could earn a living by working as a mechanic at a car shop; however, Benny had to sacrifice his humanity by murdering and being a cynical person in order to sustain his family. Benny was introduced to murder, abuse, and drugs, which he was not familiar with before. At the end of the film, Benny realizes that this life of violence is not for him because it affects his nephew, the one person he truly cares about. Benny disregards Cochiloco, who becomes enraged, but Benny decides to return home.
	For the last film, Amores Perros (2000) was an ideal film to understand the violence portrayed in México, specifically in México City. I believe that this film demonstrated how violence could connect three peoples’ lives. The story begins with Octavio and Susanna, a brother in love with his sister-in-law. Susanna is married to Octavio’s abusive brother, who associates with the wrong crowd, such as those who deal drugs or commit violent acts. This family struggles in the lower social class; however, Octavio believes that he can escape it. Therefore, Octavio and his friend decide to utilize their dog in dogfights in order to make more money. Meanwhile, a rival gang decides to come and kill the dog in order to win more fights. As Octavio is trying to save the dog, the gang is racing down the street attempting to kill them both. This is where peoples’ lives collide and the worse situation out of the entire film occurs. A car strikes Valeria, an actress, and her leg is damaged, causing her to go out of control mentally, as she can no longer be the actress and the model she once was. Octavio and his friend are killed in the wreck, while the dog survives due to the help of an old homeless guerrillero soldier named El Chivo. 
	This story demonstrates how one string of violence can cause a person’s life to intertwine with others and have aftereffects on other people (who are not necessarily associated with the violence). As stated before, the violence in México not only affects the immediate parties, but also affects those who are innocent bystanders. Violence can shape the way one acts, thinks, and speaks in order to fit one’s environment that they are placed in. The film ends in a melancholy manner where many of the characters are dead due to the violent nature of the city. However, there is one character that survives. El Chivo, the ex-guerrillero soldier, decides that the violent past that he experienced was enough for him. He cleans himself up and searches for his family that he abandoned long ago, with his new dog (Amores Perros). 
	I am passionate about this topic because I want to comprehend the way in which language is represented and altered due to the environment. I decided that the most effective way to complete this thesis is by selecting films that present an environment that audiences may not necessarily be used to viewing. After watching the films, I researched for secondary sources, such as the history of each country, the history of the films, and the director’s sentiments towards these films they created. This context allowed me to shape my thesis for it to be comprehensive one. By doing this thesis, I was able to broaden my understanding of Hispanic linguistics. 
3. Methodology for the Investigation  
	This chapter explains the necessary tasks that I needed to accomplish in order to collect my data. Since the central focus of this thesis is to determine whether outside factors affect how one speaks, I decided to focus on violence. For example, depending on where one grows up or what kind of people one surrounds himself with, the dialogue is likely to be affected. I desired to select Latin American countries that are particularly violent, filled with social and political wars between civilians, police, and other governments. I came to the conclusion that México, Colombia, and El Salvador had very violent time periods, such as Pablo Escobar’s reign over Colombia, the long periods of the El Salvadorian civil war, and the war violence that has escalated in México since the 1990s. I recognize that other countries within the Latin American community do have a violent history; however, I wanted to choose a country from each region: one from North America, one from Central America, and one from South America. I considered all of my options and found that El Salvador, Mexico, and Colombia were the best ones to select. With this in mind, I began to search for the films that focused on these three countries. In order to acquire enough data, I felt that it was necessary to obtain two films from each country.
3.1 First Viewing of the Films
	For the films, I did not have any previous background knowledge on Hispanic films that focused on this concept. Therefore, I needed the assistance of many professors from the University of North Carolina at Chapel Hill in the Department of Romance Studies, specifically Spanish, in order to fulfill my film requirements. Professors aided me with lists of films from the following countries: El Salvador, México, Colombia. From the list provided, I selected Amores Perros and El Infierno (from México), No Futuro and La Vendedora de Rosas (from Colombia), and Voces Inocentes and Sobreviviendo Guazapa (from El Salvador). The films were easily accessible through streaming websites, such as Amazon and YouTube, which allowed me to rewind the films at my convenience, when the time came in order to transcribe them. 
	 Before selecting the data and focusing on the language, I became familiar with the plot. This task was completed on my computer with noise cancelling headphones to truly capture the essence of the film. For all of the films, I viewed them alone with no distractions because I did not want to stop the films in order to take questions or comments. I created a word document filled with plot points in order to remember the characters, the themes, and the elements of the film so that when I returned to view the film again, I would focus on the language and not be distracted by what was occurring. For example, in Amores Perros, I described a scene between Daniel and Valeria as, 
	“Daniel and Valeria seem to be in love; however, when she has a car accident, her 	emotions for Daniel are no longer the same as what they used to be because she feels 	lost, since her career, as a model, has ended.” 
In comparison with other films, the plot lines were important to establish in order to understand the progression of the characters and the story. In one of the Colombian films, La Vendedora de Rosas, I described a following scene at the end between Monica and her “pretend” mother, when Monica was hallucinating. 
	“It seems as though Mónica is having a realization that she no longer wants to be on the 	streets but wants to be with her mother and in her care. These memories did not develop 	until she faced the truth and realized that the street life she was living was not beneficial 	for her.” 	
In conclusion, I wanted to create a basic development and explanation of the films before I dove into the language. If I viewed the film for the very first time, while trying to understand the plot and the language differentiation, my data would not be clear or concise. 
3.2 Second Viewing of the Films
	After I viewed each film for entertainment and story purposes, I viewed each film twice in order to collect data relating to language, specifically lexical, morphological, and phonetical elements. When viewing the films, I did not divide my notes into any categories at first. I realized it would be a better process if all the information and dialogue were collected at the end. Therefore, I transcribed parts of the film and typed out every single line of dialogue. For example, in Voces Inocentes I transcribed the following lines, 	
	¿Qué MIERDA tienes en la cabeza? (What bullshit do you have in your head?)
¿Quién es el francotirador?, ¡hijo de puta! (Who’s the sniper? Son of a bitch!)
Hermana, ¡cúbrete! Voy pa ‘llá. Abajo… ¡ABAJO!… ¡mierda! Abajo. (Sis, cover yourself! I’m going over there. Down…DOWN…shit!)

For the film, La Vendedora de Rosas, I transcribed lines such as,
	Yo le doy lengua a lo mango y aguanta el golpe. (I’m going to kiss her until she wants it)
Hey enano, ¿Esa gonorrea por qué se encaleta, hombre? (Hey bro, why does that bastard hide?)
¿Tenés el pecado con no[j]otros, o qué? (Do you have a problem with us, or what?)

For the film, Amores Perros, I transcribed these lines,
La madre, se está desangrando un chingo este cabrón. (Shit, this dog is bleeding a lot. This dumb dog)

Al suelo, ¡hijos de su puta madre! Esto es un asalto, cabrones. Esto es un asalto, culeros. (On the ground, you sons of bitches! This is a robbery, bastards. This is a robbery, cowards)
 
Espero que eso sea cierto. Porque si no…aparte de chingar de ti, voy a chingar a tus niños. ¿Qué te parece? (I hope that’s true. Because if not…not only will I kill you, I’ll also kill your kids. What do you think about that?)

These are a few examples of how I transcribed the films in an efficient and clear manner, so that I can return to my notes in order to categorize them into the three linguistic fields: phonetics, morphology, and lexical. These are three fields of linguistics that I utilize to describe the language. It is important to define these terms so that the reader can understand what each one signifies. Phonology is “the study of the sound systems of individual languages and of the nature of such systems generally” (Oxford Dictionary of Linguistics). For instance, these are the sounds that are utilized in order to pronounce the words. Following the field of phonology, morphology is “the study of the grammatical structure of words,” whether that is verbs, adjectives, or nouns (Oxford Dictionary of Linguistics). For example, the morphology of the word boys is broken down in boy and s. Lastly, lexicon is the “aspect of language that is centered on units, which have individual meanings,” such as vocabulary depending on the speaker or the country where the language is spoken. For example, in the South, communities say soda whereas in the Midwest or the North, they say pop. 
3.3 Transcriptions
	When transcribing, the most important aspect was being able to obtain the correct words and grammar structure in the films. Specifically, I selected and transcribed the violent scenes, which included violent actions, words, or situations. For instance, if someone was having an argument or if someone was forcing another to commit a violent act. I did not record the scenes where the protagonist or the antagonist were chatting or having a light discussion because that did not pertain to my research or occur in a violent nature. It was important to listen carefully. Each film was not particularly smooth, since I had to type out what each character was saying and analyze what was collected. Therefore, it was necessary to rewind and replay several parts of the film.
	In films, one can believe that characters have the potential to portray personality, language, and culture in a true manner. However, this statement is partially false since some of the films can be dramatized or coerced into creating what the audience wants to hear, instead of creating what the audience needs to hear. The words, grammatical structures, and sounds below pertain to the violent nature of the scenes presented in the films. 
	After viewing each film twice, I began to organize my notes accordingly for each film:
México: Linguistic Data from the Film, El Infierno
	Lexical
	Phonetics
	Morphology 

	-taquería: “taco-shop”
-chingana: humiliating 
-chamacos: young men 
-doña: Madame 
-carnal: friend 
-no chingue: no kidding 
-una prosi: short for prostitute
-chincho de lana: full of money 
-jefe: boss
-cabrón: asshole
-culero: ass
-chequear: check 
-gringolandia: United States
-tambo: jail
-escuche y calladito: listen and shut up 
-pinche: sucks 
-colgado: strung up, ruined  
-puta: whore
-dentenía de detenida- arrested 
-puta madre: Goddammit 

	-Reduction of the [e] and the [i] in faster conversations. For example, [e]s lo últímo que yo h[i]ciera 
-There is no reduction of the [s], the people continue to place an emphasis on the [s], for example, pre[s]tar a some money or para [s]acar un viaje al infierno.
-The use of [ɾ] and [r] maintain the differentiation of these sounds as in the standard Spanish. For example, cá[ɾ]cel or no tiene dos ca[r]os (carros). 

	-Since, in this film, many situations occur near the border, there is a good use of English mixed with Spanish, as some like to call “Spanglish.” For example, dáme el money or dios mío, I’m sorry.
-There is a strong usage of the diminutive suffix –ito in order to show affection or talk about something of a small size. For example, flojito (lazy) or chiquito (small) 
-The traditional usage of tú instead of usted. In México, there is a high use of tú in order to demonstrate the closeness of the relationship. For example, no te voy a volar la cabeza, tú puedes hacer mucho por mí.  


 
México: Linguistic Data from the Film, Amores Perros 
	Lexical
	Phonetics
	Morphology

	-padrino: boss
-pinche: screwed
-suéltenlo: drop them
-dos opes (opciones): two options 
-chinga: bad quality
-No manches: no kidding
-miche (mitad y mitad): meet halfway
-lana: money
-me dio laste (lastíma): I feel sorry for you 
-nos vemos al rato: see you later
-chavo:kid
-mierda- shit
-sordo- idiot
-muda-stupid
	-No lo veo ([β]eo)-with the approximant, there is no reduction of the sound [β], or v in letters and between vowels.
-Conservation of the diphthongs on No hay. 
-When one pronounces “z” y “c” like “s;” it is called seseo. There is no difference en sus palabras, cierto, caza. 
-There is a reduction of [s] like in pero está > etá. 
-In the [r] in Mexican Spanish, it is pronounced clearly como en la palabra pe[r]o 

	-One puts words that are English in Spanish phrases, known as code-switching. For example, business, is commonly said, voy a hacer los business. 
During the film, Octavio and Susanna use tú and Daniel and Valeria use tú as well. This displays a form of closeness in the relationships. 



Colombia: Linguistic Data from the Film, La Venderdora de Rosas 
	Lexical
	Phonetics
	Morphology

	-chimba- cool 
-malparido- asshole
-acá- here
-ojito-Uruguayan biscuit or food
-cocheriles- carriages and horse/buggies 
-polas -beer
-jincho/jincha-drunk
-Pilas!- batteries, but basically keep your eyes open
-Pólvora- gun-powder/fire-works
-golpe: hit (in sexual connotation)
-arrechar- to snatch (in sexual connotation)
-dar papaya: to be careful, be alert
-maluco: something unpleasant 


	-In Medellín, the [s] is pronounced like it is in Madrid and Northern Spain, which is apico-alveolar. 
-At the end of the word, the last sounds are not pronounced. For example, me mandó los cosito[s]. There will be a reduction of the [s].  For example, usted no me va a paga[ɾ].
In Standard Spanish, /b/, /g/, /d/ are pronounced such as, [β], [ð], and [ɣ] or fricatives after vowels. However, in this movie, the pronunciation of /b/, /g/, /d/ is not weak between or after vowels. For example, in la bolsa, the consonant [b] is pronounced as a stop. The pronunciation of /b/ is usually hard after nasals.

	-There is an informality with tú and with the use of vos.  
-There is a great deal of use of the diminutives with the morphemes –ico, –ica and
-ito, -ita to show affection and for small things. For example, 
- noviecita-girlfriend  
-ahorita- now 
-mamita- endearing term for a woman 
-They put pues at the end of phrases, almost as an end point, hágale, pues.





Colombia: Linguistic Data from the Film, No Futuro
	Lexical
	Phonetics
	Morphology

	-botón –button (towards younger woman) 
-pásala, pasí, pasí – come, come  
-trapeando- mopping 
-cantoso-cheap 
-risa- short word for smile
-chucha – old woman 
-pilas – be careful 
-marica -coward
-cerve: beer 

	- the /b/ and /g/ are approximants, when there is a vowel before the consonant. For example, la [β]ota. 
-There is an aspiration of [h], which is glottal, like a [x]. 
-There is a reduction of the consonants as well. For example, con é instead of con él. 


	-They introduce their phrases with the words que and pues. This is used for communicative purposes. For example, “qué tal, pues” 
-Use of usted in order to demonstrate formality, but vos is used with friends.
-They use –ico, -ita, -ito, and  –ica several times in order to add emphasis. This is very common in all of Colombia.
-(ex). maletica –bad girl 
-(ex). momentico-little moment 
 



El Salvador: Linguistic Data from the Film, Voces Inocentes
	Lexical
	Phonetics
	Morphology

	-gringos –American military
-qué mierda tienes en la cabeza? – nothing in your head?
-culeros –asshole/homosexual 
-cipote – friend/kid 
-baboso: child who is dumb, not intelligent  
-güeviar: rob 

	-The /ŋ/ in the word is typically velar (the back of the tongue touches the back to pronounce the /n/). For example, va[ŋ] a ser soldados como nosotros. 
-When there is a [d] between vowels, the characters do not pronounce them at all, solda(d)os or habla(d)os. 

	-There are sounds and phrases that focus specifically on the war: te cagaste, hijo (you made a mistake, son)
-Specifically, usted is formal and tú is informal. For example, when the kid is talking to the manager of the bus, he uses tuteo. However, when he talks to the priest, he uses usted to demonstrate formality with the priest. 
-They use –ito and –ita several times in order to show affection or imply something is small.
-(ex). angelito- angel 
-(ex). abuelita –grandmother
-(ex). chiquito-thing  




El Salvador: Linguistic Data from the Film, Sobreviviendo Guazapa
	Lexical
	Phonetics
	Morphology

	-compas – it is short for compañeros (buddies)
-chucos – stingy/crook 
-cabrón – asshole
-mochila – another word for suitcase, not a backpack
-pupusa- corn tortilla with meat 
-pisto: money

	-The consonant [s] is aspirated > [h] (obstructing the airflow of the back of the throat). For example, esperate, e[h]perate, or estaba e[h]taba.
-The /b/, /d/, and /g/ are not nasal, meaning the sounds come through the mouth, more than the nose. 

	-They use the voseo or usted The voseo usually mixes with the pronouns that are used for tú. For example, abrila, quiero ver que llevás. Apartate, apartate.
-They use –ito and –ita several times in order to show affection.
-(ex). ahorita – today
-(ex). -pobrecito –miserable





	
For each film, I organized my evidence in this manner in order to find my information quickly and efficiently. After collecting the data needed for each country, I presented the findings to compare them with the data found in other academic linguistic research. 
	After obtaining the linguistic information about each country, I compared my data with the ones found in the respective countries to see if my findings were correct. The evidence found will be discussed in the discussion section in order to present clear and informative comparisons in the films. This manner of collecting research allowed me to successfully gather data and interpret ideas about the language. It was important to separate my data into three different categories for each country in order to present my findings with clarity. The following information will present my analysis of the data.
4. Descriptions and Analysis of Evidence 
4.1 Sociolinguistic Concepts
	Sociolinguistics is a field of study that contains many dependent variables and is presented in a very connected manner. In the Oxford Handbook of Sociolinguistics, Bucholtz and Hall “argue that in recent advances in sociolinguistics reaffirm the importance of interdisciplinary connections” (Lucas 111). Sociolinguistics covers the “issues of identity, agency, language change, and globalized settings” (Lucas 111). There have been countless of sociolinguistics studies conducted, such as experiments with subjects and studying a specific group of native people. However, my research went in a non-conventional direction in order to prove that language depends not just on one factor, but many. 
	First, dialect variation is defined as “the way that people differ in their speech depending on where they come from or where they belong on their society” (Biber, 16, General Issues, Sociolinguistic Perspective). For example, the reduction of the /s/ is highly probable in a lower social class in Latin America, whereas it is less frequent in the middle and upper class (Díaz-Campos, 75, Handbook of Hispanic Linguistics). After dialect variation, there is another perspective called register variation. This variation is dependent on the age, sex, class, social issues, or situation/environment the person is in when speaking (Biber, 16, General Issues, Sociolinguistic Perspective). For example, studies show that women’s speech is more conservative than men’s in regard to Hispanic Sociolinguistics (Díaz-Campos, 231, Gender and Variation, The Handbook of Hispanic Linguistics). 
	Therefore, these variants can be broken up into two ideas: sociolects and idiolects. First, sociolect is a specific type of language. In this case, Spanish can be similar in a particular community of speech, such as claims about “the lower working-class speech or the upper middle-class speech” (Wardhaugh, 154, An Introduction to Sociolinguistics). If sociolect refers to a whole group, then idiolect would refer to a specific individual. Wardhaugh states, “an idiolect is an individual’s way of speaking, including sounds, words, grammar, and style” (Wardhaugh, 4, An Introduction to Sociolinguistics). These two distinctions are necessary to understand in the sociolinguistic realm because throughout the films, each character belongs to a specific group of society. Therefore, the social, educational, and economical status determines the manner one would speak. 
	This chapter highlights specific scenes in each film that demonstrates violence, and social context that is necessary in understanding the way one speaks. Each scene contains dialogue, a brief explanation of the scene, and an explanation of the sociolinguistic perspective from each scene. After each scene is presented, it is important to highlight the history of the country’s cinema and how these people are to be portrayed. 
4.2 La Vendedora de Rosas Analysis and Data
	#1 La Vendedora de Rosas 00:00:54 

	Context: This is the beginning of the film. The camera pans to the opening scene where a mother and a daughter, named Andrea, are in an argument. Andrea does not want to be with her mother, since her mother is abusive. Andrea runs out of the house in order to find her friends. 

Madre: ¡Andrea!, ¡venga! ¿Quién me dañó esa hijueputa grabadora?, ¡CULICAGADA!
Andrea: Yo no la dañéée. (calmly)
Madre: ¿Cómo que no sabe quién me dañó esa hijueputa grabadora? entonces ¿quién la dañó?
Andrea: entonces, ¿yo tengo la culpa, pues? Paqué no la esconde.
Madre: ¿A quién dejo, aquí en la casa, ¡CULICAGADA!?
Andrea: Maa, no me pegue (calmly)
Madre: Usted no tiene que dejar entrar ningún hijueputa ¡AQUÍ!
Andrea: ¡Auch! (she gets hit more aggressively).Yo no la dañéee. 
Madre: Esta casa es mía BRINCONA, ¡TAN BOBA! …audio incomprensible ¡CULICAGADA! Vení, no te vas a ir. 
Andrea: No me voy a quedar. ¿Por qué me tiene que pegá? andá a pegarle a otra más boba, ¡hijueputa!


	Commentary: This interaction not only portrays physical violence, but verbal violence as well. The mother uses a formal register (the use of the pronoun usted) in order to scold her daughter and express the anger at the distance that the formal register demands. From the first moment, the verbal abuse is present with words, such as hijueputa (daughter of a bitch) and culicada. The mother emphasizes the anger with the tone of the words, which are hurtful, towards her daughter. When the mother hits Andrea, she reacts with the most disrespectful word for a mother (hijueputa) and changes the pronoun usage to voseo. At the lexical level, there is the usage of Colombianisms like culicagada (a child who is no more than six years old) and brincona, which refers to a woman who is liberal/poorly behaved child. (Cristoffanini, 84). For lexicon, there is also a component of how to understand the meaning of the word. For example, some parts represent the gender of the word, the amount, the prefix or the suffix.  



	#2 La Vendedora de Rosas 00:02:11

	Context: Monica and her friends are running around the city, selling roses to men and women. Monica happens to run across one of her friends, who is sitting in the plants and is very intoxicated. None of these children have stable places to return to. Therefore, the streets of Medellin are their home. These children are part of the lower-class society with little money, unstable homes, and their parents are not interested in where they are. They are forced to take care of themselves. 

Transcription: 
Mónica: Miltón, ¿usté me cogió la botella?
Miltón: ¿Cuál botella? No tengo ninguna botella
Mónica: no, síí, pásemela. A ver usté la tiene.
Miltón: venga, Mónica mi amor…Mónica… Mónica venga.
Mónica: ya voy por la botella
Miltón: nooo, yo no tengo naaa. Yo se la escondí. Es que además usté pa que se pone a dejar eso por ay (ahí).
Mónica: noo que es que yo no la compré pa usté. A ver…
Miltón: pa que je pone a dejar eso puay. Mónica, venga mi amor venga (holding tightly on her right hand).
(Miltón gets up from the floor and places himself behind Mónica, who is sitting on a bench. He then kisses her neck without her permission.)
Mónica: no me moleste, no Miltón, no me moleste.
Miltón: usté sabe que yo a usté la quiero, venga, Mónica..
(After this, Andrea arrives where Milton is. Andrea asks him the location of Mónica. Andrea is a victim of sexual remarks due to Miltón and Anderson, Mónica’s boyfriend.)
Andrea: hey muchacho, ¿usté ha visto una niña quee vive en el Miramar y que vende rosas?
Milton: ¿De qué color es? Rubia o mona…
Andrea:  no, ella es blanquita, con unas pequitas, de cabello largo 
Miltón: Jajaja yo no la conozco.
Andrea: se llama Mónica.
Miltón: ¿La que tiene la cicatriz acá, es Mónica? aaah.
Andrea: sí.sí esa, esa.
Milton Anderson, Anderson, venga.
Anderson: Miltón, ya voy.
¡Ave María!, mamacita, ¿usted que anda haciendo por aquí solita?, con esas piernazas, yo me la robo.
Miltón: esa peladita está buscando la novia suya.
Anderson: ¿síi?, ¿pa qué, mamacita, pa qué la está buscando?
Andrea: es que estoy preguntando por Mónica.
Anderson: aah. ¿Es que nojotros no le servimos, o qué?
Andrea: no, muchas gracias (with an annoyed tone).
Anderson: aguanta esa peladita.
Milton: uy que aguanta. Eso es lo mejor que yo he visto por acá. Yo le doy lengua a lo mango. Jajaja ¡qué piernas!
Anderson. Síi. Aguanta el golpe.jaja
Andrea: ¿Ustedes qué son bobos? ¿O qué?

	Commentary: 
In both interactions, there is a register of formality between the children (Mónica and Miltón). Even though Mónica has been sexually harrassed, she does not treat Miltón in a bad manner. Due to formality between the children, there is a use of personal pronouns, of usted and yo. With the other interaction, Andrea wanted to find Mónica. However, the boys harass her and throw sexual remarks at her. For example, yo le doy lengua a lo mango y aguanta el golpe, which refers to a sexual relationship. The Spanish in this film contains “slang,” that is predominantly used by the children. Even though they may be speaking with a sweet tone, their intentions are bad. 

Throughout the film, Mónica’s language is altered from a harsh tone to a softer tone. For example, when caught in a predicament with rival men. On the streets of Medellin, she states her words with hard stresses on her syllables and vowels when mad. However, when she is conversing with her friends, her language is more relaxed and smoother. She does not enunciate her words with harsh stresses. Carpenter states, “Violence takes a major toll on society, and violent crime (murder, rape, robbery, and assault) is a particular problem in teenagers and young adults, and especially in young males” (Carpenter 260). This aspect of violence is very predominant in each film since the males are more likely to pursue violent endeavors. Therefore, with this clear evidence of violence, Mónica’s language is more likely to be altered in a negative manner when faced with these aversions. 




	#3 La Vendedora de Rosas 00:15:49

	Context: Monica and her friends encounter rough and insidious men at the bars. They are trying to take advantage of her and her friends, meaning they are trying to use them for sex, trying to get them to come out with them, and steal money from them. The men attempt to act in an endearing manner, but the children know their games. I believe this is something that the children are accustomed to since they have been surrounded in this environment for a majority of their childhood. In this situation, there is a man (el zarco), who is a criminal that is dedicated to micro-trafficking of narcotics. El zarco sees someone hiding behind some stairs consuming marijuana. 

Transcription:
El zarco: hey enano, ¿esa gonorrea por qué se encaleta, hombre? ¿Es que es el traído o es que viene enfierra’o?
El enano: noo, ese es un chino que yo distingo desde hace tiempo.
El zarco: Camine vamos a pillar, pues.
(The man tries to flee the scene, but is caught and physically violated)
El zarco: hey, gonorrea, por qué te escondés, salí de allá. Hey bobo, vení, pues pirobo.
Chino: ¿Qué le pasa, hermano?
El zarco: te vas a morir, pues, gonorrea, ¿po qué tú me vas a llamar bareto?
El enano: ¿por qué te escondés, pues? (Grabbing the collar of his shirt.) ¿Tenés el pecado con no[j]otros, o qué?
El chino: es que me estaba fumando los cositos ahí, pues. Déjeme explicarle, mano, déjeme explicarle.
El zarco: ¿Qué me vas a explicar, pues? A ver, a ver.
El chino: es que no tengo bareta, hermano. ¿Por qué me maltrata así, hermano?
El zarco. ¿No tengo bareta? Hermano, raquetéalo, raquetéalo, raquetéalo a ver si tiene bareta, hermano.
El enano: Claro ésta es. Vé, esta es, zarco. Con razón.
Don Héctor (the boss of the gang): Vean esa gonorrea, que pela tan chimba.  Tráigame esa gonorrea, tráigamelo.
El zarco: no pensés que no vas a hablar… ¡cara a perra!
Don Héctor: ¿Qué le pasa a usted, parcerito, hermano, güevón?
El chino: no pensaba que tenía ese monito, pues. Don Héctor, discúlpeme.

	Commentary: 
For this specific scene, gonorrea is used in a unique, but offensive manner. In the English language, gonorrhea is a sexually transmitted disease, and only used in the context of health or sexual relationships. However, it is used here as an insult. It is described as “the maximum insult in the lower communities” (Jáuregui 378). In regard to morphology, el enano states claro ésta es. This demonstrates the switch of adjective and verb, where the verb typically comes before the adjective, but instead it is flipped. 

Gaviria allows “a form of speech known as parlache, a linguistic register belonging to those in the early 1980s,” that relate to the young killers and thieves in the community (Suárez 79). Gaviria presents a spectrum of language that pertains specifically to the violence in the film. For example, the following words are presented in both, Rodrigo D. No Futuro and La Venderdora de Rosas. El muñeco in normalized Spanish signifies a doll, but in this, it means the sensation of a dead body. Tomar la foto means to kill someone, not to take his or her picture, even though that is the colloquial definition. Enamorarse means to kill someone instead of it meaning to be in love (Suárez 79). Abrirse means to separate them from the part, not to take off. These words signify how much the vocabulary, although normalized, has the capacity to change definitions. Gaviria wanted to demonstrate that language correlates with one’s actions, and not with the colloquial meaning.



4.3 Voces Inocentes Analysis and Data

	#1 Voces Inocentes 00:09:00

	Context: Chava, his siblings, and his mother are living in a small house and are part of the lower-class society. During the night, U.S. and Salvadorian army soldiers shoot the rebellious civilians, which causes the children to be in danger. The house is completely destroyed. Chava and his siblings are forced to seek shelter under the bed, while mattresses are covering the windows. In this scene, Chava knows what to do; therefore, it can be assumed that a situation like this has occurred before.

Transcription: 
Sister: ¡El colchón, Chava!. 
Chava’s brother: Ay, ay (crying). Quiero a mi mamá, quiero a mi mamá. 
Sister: ¡Ten cuidado, Chava! ¡No te subas! (when Chava places the mattress against the window)
Chava’s brother: Jaja. (she laughs when Chava falls on the ground). 
Sister: Métete a la cama. Métete rápido. 
(brother cries, Chava tries to help him smile by putting lipstick on his mouth).

	Commentary: A majority of the pieces of evidence presented in this chapter are from the perspective of Chava, who is a young boy. Therefore, his identity, age, and his educational status will all impact the way he speaks and to whom. For example, with his mother, it will be more intimate, but with his friends, it will be more playful and not as formal. The commands and the short phrases are quick in this scene and very evident throughout the film. In a time of violence, commands and forceful words were utilized in order to convey urgency. This urgency is also expressed through each vowel being stressed and emphasized in a situation. Additionally, the sister and brother use the informal register with each other to signify that they are close relatives and have a specific type of relationship. This is demonstrated with the commands that the sister and Chava throw at each other while trying to protect one another. 




	#2 Voces Inocentes 00:15:35

	Context: When the U.S. soldiers are in town, the people in the village dislike them because they are invading their privacy and ruining their society. A gringo gives Chava a piece of gum and he takes it without question. An older lady has an interesting conversation with him because she has different sentiments towards the soldiers than Chava does. 

Transcription:
Narrator: One day there were American soldiers. They looked like the soldiers you would see in Hollywood movies. 
USA Soldier: Do you want some gum? Come on!
Narrator: They said that they came to help us.
USA Soldier: Who wants some gum?
Older woman: Escupe eso, Chava. Que lo escupas, ¿no oyes?
Chava: ¿Por qué? Si está muy rico.
Older woman: Porque los que te dieron eso son los que están preparando a los soldados para que nos maten. Ya no te sabe tan rico, ¿verdad?
(Chava spits out the gum.)

	Commentary: In this scene, it is interesting to see how people in El Salvador treated the American soldiers, whether that be malicious or generous. The American soldiers were not only distinct by their appearance, but also by their way of speaking in English. The soldiers did not intend to speak in Spanish to help the community. Their intention was simply to support the Salvadorian army and nothing else. They expected the civilians to understand English and they did not think they needed to learn Spanish to understand the community. We continue to see in this scene generational differences. On one side, an older woman has suffered because of the American army. On the other side, you have Chava, who is an innocent child not aware of the conflict and its details or who the enemies are. Therefore, he takes the gum from the soldiers. In terms of language, the older woman talks in a smoother manner with the sounds of the beginning of each word connecting with one another. Along with this, it is interesting to note that she appears to be part of the lower class but uses standard Spanish. She used the informal register with the pronoun tú with Chava, which is not necessarily normal in El Salvador, where voseo is more commonly used. 




	#3 Voces Inocentes 00:16:28

	Context: During the night, the soldiers fight in the village causing bullets to come into their house. This is the second scene where Chava and his siblings are forced to hide with their mother from the bullets. The American soldiers and the guerrillas, during this time period, did not necessarily care who got hurt. They were not concerned with civilian casualties. 

Transcription:
Sister: Angelita se sacó el primer lugar en la clase, y su abuelita la va a llevar a la playa.
Chava: Pero, si es una tonta.  
Sister: ¿Tú qué sabes?
Chava: mucho.
Sister: Ya quisieras.
Chava: Tú también eres una tonta.
Mother: Niños…¡NIÑOS! niños! a dormir.
(rattling occurs)
Mother: Al suelo… al piso…¡ABAJO! ¡ABAJO!” 


	Commentary: This scene is relatively similar to #1 Voces Inocentes, because of the set up and the actions that are taking place. The only difference is that the mother is home during this time because she does not need to work. The one who speaks at the beginning in this selection is Chava’s sister. Both Chava and his sister are talking, and the mother is at the table. When the explosion occurs, the mother begins to speak. The children’s speech in this situation is standard as well. Contrary to what is expected, there are no bad words or idioms. However, one can note there is a rivalry between Chava and his sister. Chava acts as though he is the man of the house and in charge of taking care of his sibling. Among the children, the tuteo form is always used in the daily language (informality), which is used among the lower social classes. Besides this, a noticeable word is Angelita, because it has –ita on the end of it. This suffix is utilized to demonstrate a close relationship or a term of endearment.




	#4 Voces Inocentes 00:21:45

	Context: During the El Salvadorian civil war, Salvadorian soldiers were needed to fight with American soldiers against rebellious people. Since El Salvador was running out of men, soldiers would come to villages and take younger boys and men to train them to become soldiers. Not only would they come to villages, but they would also invade schools. The teachers would try to prevent this from happening, but the soldiers made the executive choices and overruled the teachers.

Transcription: 
The principal of the school blew a whistle to call everyone’s attention.
Director: Los siguientes niños a formar. Pablo Argueta, Manuel Ayala, Antonio Gutiérrez, José Rendón, Alfredo Argueta, Mario Sánchez.
Officer: chssss (to get the attention of a child who intentionally tripped José Rendón). ¿Cómo te llamas?
School boy: Temo
Officer: Temo, ¿qué?
School boy: Morales Monrales
Officer: ¡A la fila!
Teacher: Pero, si solo tiene diez años. ¡Es injusto! ¿Cómo pueden hacerle esto? ¡Temo!, ¡Temo! (calls him when he runs away from the line).
Officer: ¡Sargento! ¡Sargento! (gestures him to chase Temo)
Director: Mario Sánchez, Arturo Reyes, Guerber Reyes, Roberto Olsen. (¡PUM! A rifle shot is heard outside of the school). 
Officer: Siga.
Director: Roberto Oslen, Mardo Pérez, Agustín Reina.
Officer: Rápido, rápido. Deben sentirse orgullosos, muchachos. Van a ser soldados como nosotros. van a defender a la patria.
General: Sargento, ¡vámonos! (they go out to a truck to transport the children to the military base).
Priest: Quiero saber quién dio la orden para hacer esto
Oficial: Padre, retírese. Usted preocúpese por las almas.

	Commentary: In this scene, the soldiers’ syllables are stressed, and they use informal speech. The evidence is the conjugation of verbs (third person singular) in order to address the children that they want. After the director has repeated the names of the students, the teacher decides to interrupt because she is confused as to who gave the soldiers the right to recruit the children. Her syllables were stressed, and her voice was filled with anxiety because she is trying to protect the children. The last thing that was observed here is that the selection of the language has a recruiting tone as if the children were adults. When the soldiers are calling the names from the list, this is a sign of injustice because the teacher stresses the importance that the children are only ten years old. 




	#5 Voces Inocentes 00:33:44

	Context: This is the third time in the film where Chava and his family are in danger in their house. However, in this situation, the consequences are worse. An older woman’s granddaughter is killed in the chaos. This is the first time Chava deals with death directly and he panics internally. He does not know what to do and is almost paralysed by fear. 

Transcription: 
Vecina: Angelita, ¡Dios mío! ¡Auxilio!
Sister: !Angelita! ¡Angelita!
Tío Beto: Hermana, ¡cúbrete! Voy pa ‘llá. Abajo… ¡ABAJO!… ¡mierda! Abajo.
Mother: Chava…¡CHAVA!
Tío Beto: Agáchate, Chava ... ¡AGÁCHATE!
Mother:  ¡Chava! ¿Están bien? ¿Qué pasa?” 
Vecina: Hija, hija… no tengas miedo. 
Tío Beto: Chava, aprieta aquí (in Angelita’s gunshot wound). Aprieta duro.
Hermana, quédate ahí. ¡No te muevas!
Vecina: Mi niña, no me dejes. Ayúdame, por favor. Se muere mi hija. Angelita, Angelita, mi hija. ¡Ay Dios mío! Se murió mi niña. 

	Commentary: Again, this is the third time Chava’s house is attacked by soldiers. The phonetics and the phonology of language is similar in #1 and #3 Voces Inocentes, but I want to focus on another important aspect in this scene. When the fighting is occurring, a girl is shot and a woman is looking at Chava for help. Although Angela is the name of the girl, her mother called her Angelita with the suffix to express affection. This is a term of endearment that is commonly used when speaking to people who are younger or simply to talk in a sweet manner. It is not used in a demeaning way but it is simply an informal way of speaking. 




	#6 Voces Inocentes 00:45:24

	Context: Chava and his girlfriend go to the top of a house. They look down and see soldiers patrolling the streets. Two girls walk into town and are snatched by the soldiers. This was not uncommon for the citizens to experience as well, even though they were not in the war. The women were not trained to fight but were forced into having sex with the soldiers and then later placed into prostitution. Chava and his girlfriend were exposed to seeing this at a very young age. During this time period, children were subjected to horrific events that would define them and be stuck in their memory forever.

Transcription: 
Two young women walk through the street and greet another woman who is outside of her house.
Mujer: Buenas tardes. 
Dos Mujeres jóvenes: Buenas tardes. Con permiso
Mujer: Sigan. 
Suddenly, soldiers get out of a truck and kidnap the girls. The priest of the village is close by and tries to defend them while the girls scream with fear.
Priest: Suéltenlas, ¡SUÉLTENLAS! ¡Déjenlas! 
The soldiers hit the priest with a rifle and throw him to the ground. Then, they shoot a bullet in the air.
Chava stops by the church a little later to see how the priest is doing.
Chava: ¡Padre!, ¡padre!
Priest: ¿Y ese milagro?
Chava: ¿Está bien?
Priest: Si, Chava, gracias.
Chava: Los soldados le pagaron muy fuerte
Priest:  Hay dolores más fuertes que éste. 
Chava: ¿Y a las niñas? ¿También las reclutaron?
Priest: No.
Chava: ¿Las van a matar?
Priest: Ayúdame a encender los cirios de allá atrás. 

	Commentary: In this scene, although Chava and his girlfriend are on the roof for privacy, one must understand the symbolism of the roof in the movie. Being on the roof was a way for young boys to hide from soldiers to not get recruited into the military. The director “presents guerrilla warfare that is in constant communication with the people and through family networks [therefore] prevents them from army actions, such as recruitment raids, which were boycotted and [which then] gave an opportunity for children to flee and not be added to the troops of the national army” (Camarero 56). We are unable to hear the dialogue between the two groups besides the words, “Cómo está,” but we can hear the dialogue between Chava and his girlfriend. As they speak, their voices become softer, and the enunciation stops. It is as though the words are scrambled together. Besides this, the only other comment is that there is a use of the informal register from the perspective of the priest when speaking to Chava. However, Chava decides to use the formal register when speaking to the priest. Most children in the movie displayed clear usage of the formal register with adults. This scene is important towards the development of Chava because he is constantly around violence, even when he simply hanging out with his friends.




	#7 Voces Inocentes 00:53:58

	Context: During this part of the film, the children’s’ school is being destroyed, along with many things in the town. There are fires, smoke, and bullets going everywhere. Finally, once the chaos has stopped, the priest delivers a speech to the city in order to give hope to the people. The priest finally decides that this is enough, and the city needs to stick together, and create a plan to survive against the violence of the soldiers. 
Transcription:
An official and soldier enter the church of the village to attack the priest.
Officer: ¿Quién es el francotirador, hijo de puta? ¿Lo dejaste subir al campanal? y se quebró a tres de mis soldados. 
Priest: No dice nada. Solo se queja de los golpes. 
(church bells ring, everyone is in front of the church)
Priest: “Hermanos, hoy no va a haber misa. pero quiero hablarles a ustedes desde aquí. Desde la calle. Quiero hablar para todos. Porque la palabra de Dios, nuestro señor, también debe ser  escuchada por aquellos que no encontrado la gracia, dentro de sí. ¿Y qué es la gracia hermanos? La gracia es la presencia de lo divino en cada uno de nuestros actos. Miren a su alrededor. Las caras de nuestros niños han perdido la inocencia de su espíritu. En su lugar solo encontramos el miedo, porque nuestros niños han perdido la esperanza de sobrevivir. Los escépticos dicen: si Dios existiera, no habría guerras; y yo les contesto, si los hombres obedecieran las leyes de Dios, entonces no habría guerras. Porque Dios, nuestro señor, le ha dado al hombre el privilegio y el derecho de vivir en la gracia, o por el contrario, de provocar  la desgracia. Y les aseguro, hermanos, que cuando se vive en la gracia de Dios, no existe la guerra. Sin embargo, aquellos que ignoran su propia naturaleza divina buscan solo satisfacerse despojando, humillando, y asesinando a sus semejantes. Hermanos, es el momento de que alcemos nuestra voz contra ellos, de que defendamos nuestro principio de vivir y que opongamos, nuestra fuerza, a la fuerza de la muerte. Hoy, hermanos, ya no basta con rezar.
 

	Commentary: This is a pivotal scene in the film. As an investigator, I can hear the pronunciation of the words, how his age group speaks, and how he addressed the people. His speech is shaped by the violence that has occurred in the village. El Salvadorian Spanish, /b/, /d/, /g/ “are usually occlusive after non-nasal consonants,” (Lipski 258). The /s/ is reduced to [h], “especially among the lower sociolinguistic strata,” which is common in other countries as well (Lipski 258). Lastly, tú is utilized when there is not a deep sense of trust presented between the two parties, but “the rural and the working class do not make the distinction between these pronouns” (Lipski 259). The priest utilizes tú in order to build a sense of tightness between the groups. 



	#8 Voces Inocentes 30:47 

	Context: Chava’s mother and his family are in the house. His mother is trying to clean everything in the house, but the children are not being helpful. This is the first instance where one sees the mother verbally abusing Chava, since he grabs the radio and is not being helpful at all. 

Chava: estábamos lanzando luciérnagas. Empezó la balacera y tuvimos que echarnos a correr.
Madre: …luCIÉRnagas para que aprendas a llegar temPRAno. Siéntese a comer. 
La hija se tira un pedo. 
Madre: ¡niña apestosa!
(Mother goes in the house)
Madre: ¿Qué MIERDA tienes en la cabeza?
Chava: ¿y ahora yo qué hice?
Madre: Dame el radio.
Chava: ¿por qué? yo no hice nada.
Madre. No me mientas. 
Chava: Perdóneme, mami. No me fijé. Ya no lo vuelvo a hacer.
Madre: claro que no lo vas a volver a hacer, porque ahorita mismo me das ese radio.
Chava: No me fijé, ya no lo vuelvo a hacer. Perdóneme.


	For most of the film, Chava’s mother speaks to him in a kind manner. However, this is the first time she uses the word mierda and emphasizes syllables to express her anger because of his disobedience. During the physical punishment, she uses the tuteo or the informal register, but then changes to usted en “siéntese a comer” to express her distance. When Chava's mother sees him with the radio at full volume, which was a censored item during the civil war, she tells him to put down the radio and assist her. 




4.4 No Futuro Analysis and Data

	#1 No Futuro 00:13:29

	Context: Rodrigo's sister is mopping the room as she listens and sings aloud to a song titled, “Your Doll”. Rodrigo leaves the bathroom and enters the room without looking. The sister gets angry and starts yelling at him.

Transcription:
Cantando: tu muñeca, eso soy, la que tienes arrastrándote a tus pies, tu muñeca si señor..
Hermana: ¡Pero no ve que estoy trapeando!
Rodrigo: ¡Ah! Pero yo que iba a saber que estabas trapeando
Hermana: Ah sí, usted nunca se da cuenta aquí de nada
Rodrigo: ¿Y me tengo que dar cuenta?
Hermana: sí, póngase a hacer alguna cosita, mijo.
Rodrigo: ¿Cómo que póngase a hacer alguna cosa?
Hermana: Sí. Haga alguna cosa. Tiene mucho tiempo
Rodrigo: ¡Ah! ¿Y yo por qué? ¡Qué chandosa tan boba!
Hermana: ¿Chandosa? Ah-ah. Haga alguna cosa y deje de estar por ahí, no joda ¡SE VA! ¡SE VA!
Rodrigo: ¿Me voy? ¡Avemaría! si esta casa es mía. Esta casa me la dejó mi mamá. 
Hermana:¡ Esta casa es del que trabaja!
Rodrigo: ¡Perra chandosa!
Hermana: Haga alguna cosa, zángano. TE VAS, PUES, malparido! (le pega con el trapeador)

	Commentary: In this selection words like perra, chandosa, zángano and malparido are offensive words. It is interesting to note how Rodrigo's sister uses formal register in most of the dialogue. It is only when she kicks him out of the house, while hitting him with the mop, at the end of the interaction that she uses the informal register. For his part, Rodrigo always uses the informal register. If we consider that Rodrigo's older sister assumed the role of the mother who died, then we can understand why she intentionally distances herself by using usted.

This film is very similar to La Vendedora de Rosas with regard to the storyline. The only difference is that the actors are young adults, not children. Therefore, a lot of Colombian slang will be utilized throughout the film. The Spanish that is spoken in this film is associated with the lower class society. The “comunidad de habla” or the community of speech is a linguistics term that focuses on a specific group of individuals that share the same use of certain linguistic rules (Manuel Díaz-Campos, 8, translated by me). Therefore, throughout this film, the characters will speak in the same manner, utilize the same words, and pronounce their syllables in a similar way. 




	#2 No Futuro 01:04:46

	Context: Two young men on a motorcycle steal a car from a lady when she gets home. A little later, they discover that they have a baby of around 4 months in the car with them.

Transcription: 
Mujer: el niño está en el carro. Llévense el carro, pero entréguenme al niño. 
Ladrón1: Dale, dale, dale. 
Mujer: ¡el niño!
Ladrón1: ¡Vete perra! ¡Uy! Un niño, huevón. ¡Mirá!, ¡ve!
Ladrón 2: ¡Bájese, marica! De una, loco. Tírelo ahí donde sea. Se baja del carro con el bebé y lo deja al lado de la calle. 
Ladrón 1: ¡Qué chimba!

	Commentary: Demonstrated in both films, Rodrigo D. No Futuro and La Venderdora de Rosas, “one of Gaviria’s central concerns is the transformation of Medellin’s urban dynamics as a result of the narcotrafficking economy” (Suárez 78). Gaviria is proud that he “uses untrained actors (many of them directly involved in the situations of violence and marginality that the films are meant to portray), and not altering their language” (Suárez 79). It is also recognized that these films are “absent of any instruments, change, mediations, or concessions so that viewers can understand the language” (Suárez 79). This idea is very pertinent to the study because allowing the ‘actors’ to be real and not dramatized, gives them to opportunity to present the language as it is. The actors were not given cues or rules to follow. In this selection they use words, such as perra, [g]üevon and chimba.



4.5 Amores Perros Analysis and Data

	#1 Amores Perros 00:01:25

	Context: Right at the beginning of the film, Octavio and Jorge are trying to save Cofi, Octavio’s dog. They are in Octavio’s car and are being chased by Jarocho’s thugs. Ultimately, Octavio, Jorge, and Cofi get into an accident. From the beginning of the film, one can tell that Octavio and his friend, Jorge, are in a troubling situation due to their economic and social status. Neither of them comes from wealth, which is why they have dog fights to make money. 

Transcription: 
Jorge: ¿Qué hiciste cabrón? Puto, ¿qué fue lo hiciste?” 
Octavio: ¡Nada!, ¡nada, buey!
Jorge: ¿Cómo que nada, cabrón? No seas pendejo. ¡Puta madre! Se está desangrando un chingo.
Octavio: ¿Todavía vienen? ¿Qué?...¿Qué? ¿todavía vienen?
Jorge: No sé, no los ¡VEO! La madre, se está desangrando un chingo este cabrón. 
Octavio: ¡Tápele la herida! ¡Tápele la herida ahí!
Jorge: No puedo, cabrón.
Octavio: ¡Con el dedo, cabrón!
Jorge: Es mucha sangre, buey. ¡Ahí vienen esos sujetos!. ¡Métele, buey! ¡Métele, buey!
Octavio: ¡Puta madre! ¡puta madre!
Jorge: ¡Métele, buey!
Octavio: ¡Puta! Pinches cabrones.
Jorge: ¡Chingue su MADRE!
Octavio: ¡Aguas!
Jorge: Madre, ¡se cayó! 
Octavio: ¿Se murió?
Jorge: Madre. Con esos pinches cabrones ¡cómo se te ocurre meterte, cabrón!
Octavio: ¿Ya se murió? ¡carajo!, ¿ya se murió?  
Jorge:   No. ¡No!  No.
Octavio: ¡Contésteme,  chingo! 
Jorge: No, cabrón. Se está cayendo. ¡Puta madre! Está sangrando más, buey.
A ver le cubro la herida. 
Octavio: ¡Agáchate!, ¡agáchate!, ¡agáchate!
Jorge: ¡Traen una pistola, cabrón! Cabrón, traen una pistola, buey. 
Octavio: ¡Qué cabronada!
Jorge: ¡PENDEJOS!
Octavio: Jajaja pendejos.
Jorge: Síguete derecho, buey. Vamos a la casa de Chilaqui, buey.
Octavio: ¡Puta MADRE! ¡Agáchate, buey!
Jorge: ¡Métele, cabrón! ¡Métele buey!

	Commentary: In this scene, it was very hard to understand what they were saying at first due to how quickly they were speaking; however, I was able to get the words. First, phonetically, both Jorge and Octavio pronounced their syllables, vowels, and consonants clearly. In regard to the phonetics and phonology, I primarily focused on the northwestern part and central México. Overall, the multiple /r/ is alveolar in all of México, and the /n/ is alveolar for most of the interior of México (Lipski 279). The simple /ɾ/ in the word cabronada, is almost
pronounced as a multiple /r/. However, this is just for effect. I believe, in the film, there is a dramatic twist on the words in order to build the story. Now, for example in the word, herida, it is a /r/, since the Spanish word is broken up into the following: [he-ri-da]. It provides emphasis. Regarding the pronunciation of the word buey, the [b] is almost pronounced as a [g] güey. I do believe there is a smooth pronunciation towards the [b] in buey>wey. Therefore, causing it to decrease the sharp pronunciation of the [b]. Along with this pronunciation, the element of violence affects the way Jorge speaks. He is yelling, screaming, and panicking; as a result, the clarification of his words would not be as clear as one would think.

Just to provide some comparative information, in central México, /y/ contains palatal friction, and it is rarely deleted. The /s/ is not dropped or aspirated either, but rather it is given prominence (Lipski 280). For example, with the word “pistola.” The /s/ would not be aspirated, but rather pronounced clearly, pi[s]tola. 

In regard to lexical differences, the word chingue or chinga was commonly used, along with other slang. Chingue is very inappropriate to translate into a study such as this, but it is acceptable to say that it means “bad quality” or “shit.” As we have seen in the film, El Infierno, the word chinga/chingar, has several meanings. Chingar’s meaning depends on the situation that one is in. In this situation, it means “bad shit”, “low quality”, and a very vulgar term, “fuck”. The word, chingar, is manipulated in this situation. It is presumed that the word chingar originated from the Caló language (meaning “to fight”). This language was brought to Spain by a small group of Gypsies during the 1400s. When the conquistadors from Spain arrived in America, the word chingar changed to mean “rape”. Therefore, hijos de la chingada transformed to mean “a mixed child or product of a raped, Indigenous woman”. A notorious example is a mixed woman, during the times of Cortés, named “La Malinche” (Milenio Digital, 2019). 

Along with chingar, the word buey/wuey/güey (depending on the pronunciation), has several meanings in Mexico. Unfortunately, I was not able to find a peer-reviewed source for it; therefore, I had to refer to Urban Dictionary. This word, depending on the context, can mean “dumbass, asshole, or someone who is not to be trusted” (Urban Dictionary). 




	#2 Amores Perros 00:50:34

	Context: Octavio finds out that Susanna and Ramiro have left with the baby. They have also stolen the money that Octavio has been saving. Octavio’s family is not rich. In fact, the two sons, one daughter-in-law, a child, and the mother all live under the same roof. It is hard for all of them to provide a stable life for themselves in the poor environment, but also none of them have higher education. Both brothers try to get money in an illegal manner, such as through robbing and illegal dog fighting.

Transcription: 
Octavio: ¿Qué pasó, má? 
Mamá: ¿No sabes qué le pasó a tu hermano?  Anoche no vino a dormir. 
Octavio: Ni idea.
Mama: No sabes. Pues hoy llegó todo golpeado.
Octavio: pues alguna clienta se ha de haber enojado con él, ma. 
Mamá: A tu hermano lo amenazaron de muerte.  
Octavio: ¡Quién sabe en qué se metió, ma! 
Mamá: Hoy se fue de la casa con el niño y con Susana.
Octavio: ¿A dónde?
Mamá: No sé. Y no tiene para cuándo volver, fíjate.
Octavio: ¿Qué? (Octavio starts to get mad, and loses all of the money). ¡Puta madre! y puta ¡pinche vieja! 


	Commentary: Octavio is furious that Susanna left with all the money he has saved up. At first, when he enters the house, he speaks to his mother in a quiet and innocent tone. He does not look up while he makes his sandwich and notices his mother’s tears. His mother’s words are broken because her eldest has left her. Octavio runs upstairs enraged. It is also important to notice that Octavio’s mother uses tú, which is a sense of familiarity, but Octavio does not. For example, the first question in this transcription is “¿Qué pasó, má?,” This is not demonstrating the use of tú, but instead the use of the third person singular. According to Lipski, Mexican Spanish “uses tú to demonstrate familiarity, but there is some use of vos, but rarely (Lipski 283). However, there is also another sense of familiarity due to the vocabulary that Octavio uses while he is talking to his mother about Susanna, such as puta madre and pinche vieja. Therefore, even though Octavio did not explicitly use the tuteo, we can analyze the familiarity or closeness, through the use of specific vocabulary, between Octavio and his mother. 




	#3 Amores Perros 1:17:00

	Context: Daniel and Valeria move into the apartment after she broke her leg. She had a terrible accident that destroys her modeling career. She is struggling mentally. Daniel and Valeria did not meet in a traditional manner. Valeria is “the other woman.” Daniel is having an affair with her, while married and with two kids. Both parties are placed in the higher class of society. The verbal abuse here relates to the frustration Valeria feels due to her missing dog, Richie. She is also frustrated at not being able to walk and model again.

Transcription: 
Secretaria: Licenciado Estrada, tiene una llamada. 
Daniel: Diles que dejen su número, que yo me comunico después. 
Secretaria: Me parece que es urgente. Creo que es su esposa. 
Daniel: Perdón. Julieta, ¿qué paso? Julieta, contesta.
Valeria: Yo no soy JuliEta.
Daniel: Mi amor, perdón. Es que la secretaria…
Valeria: ¿Para qué tienes que hablar tú con Julieta?
Daniel: No tengo nada que hablar con ella. Fue una equivocación.
Valeria: ¿Para QUÉ? 
Daniel: Te repito que para nada.
Valeria: ¿Entonces? 
Daniel: Valeria, mi amor, tú no eres así. ¿Qué sucede? Valeria, mi amor...
Valeria: Las ratas se comieron a Richie.
Daniel: ¿Cuáles ratas?
Más tarde…al regresar a casa.
Daniel: ¿Qué pasó, amor? 
Valeria:  Hay miles de ratas allí abajo. 
Daniel: ¿Y cómo sabes?” 
Valeria:  Porque yo las vi. Seguro que se comieron a Richie.
Daniel:  Noo, no te preocupes. Las ratas no comen perros. Los perros no se dejan. Las muerden. 
Valeria: Pero es que son miles.
Daniel: Bueno, podemos poner un poco de raticida.
Valeria: Con un raticida, Richie se puede envenenar.
Daniel:  Podemos poner ahí un gato. 
Valeria: si ponemos un gato, se va a pelear con Richie.
Daniel: ¿Pero qué chingados quieres? (SCREAMS). Perdóname, flaca, ¿sí? perdón. Vas a ver que todo va a salir muy bien.
Valeria: Si, claro porque tú no estás como yo. Mírame cómo va a quedar mi pierna. Llena de   cicatrices.
Daniel:  La cirugía plástica ha avanzado mucho. Vas a ver que en cada cicatriz apenas te va a quedar un
Valeria: ¡No me TOQUES, Coño!


	Commentary: In respect to the phonetics, El Infierno and Amores Perros follow the phonetic representation of colloquial Mexican Spanish. The /r/ (double r) is very predominant in both films. For example, when Valeria and Daniel are saying “ratas,” their /r/ is heavily enunciated. If one were to watch the films, each character enunciates the /r/ in a very clear manner and it is not hard to miss. Mexican Spanish has this “pattern that consists of a variety of contours with a rising pitch accent associated with the nuclear accented syllable followed by a sharp fall at the edge” (de la Mota 323). For those who are unfamiliar with the term “nuclear,” it is essentially the stressed syllable in the word. Now, this idea does not depend on age and gender, but it does occur (de la Mota 323-324). See Appendix #1 




	#4 Amores Perros 02:07:00

	Context: El chivo, the ex-guerilla soldier has captured the man in suit and tie, Luis. El chivo is essentially a bounty hunter to make a living for himself since he abandoned his family and has nowhere else to go. He captures a man who is supposedly having an affair with a woman. The client who hired el chivo is anonymous. Luis is trying to figure out who hired el chivo, since Luis apparently has several enemies.   

Transcription: 
El chivo: No me veas, buey. Abre la puerta de este lado y no vayas a hacer ninguna pendejada.
Luis: Tranquilo, tranquilo.
El chivo: ponte ésta en la mano izquierda y la otra ponla en el volante, (passing him some handcuffs). No seas idiota buey. Espósate al volante. Arranca. Vámonos.
Luis: ¿Qué es esto? ¿Robo o secuestro?
El chivo: Puede ser el último día de tu vida, cabrón. Me pagaron para volarte la cabeza, brother. ¿Cómo la ves?
Cuando llegan a casa del chivo…
El chivo: De frente. Para. Siéntate. Tiráte. La mano. (putting the gun behind his head). Siéntate. Las manos atrás (he handcuffs and puts the gun in front of his forehead). ¿Quieres algo de tomar? Tengo ron, agua y leche.
Luis: ¿Qué vas a hacer conmigo?
El Chivo: ¿Eso qué significa? ¿Ron, agua o leche? 
Luis: Me pregunta significa lo que significa.
El Chivo: Mira, pendejete, te estoy ofreciendo algo de beber, y si fueras un poquito perspicaz,  un poquito nada más, ya te habrías dado cuenta de que por lo menos ahorita, no te voy a matar, pendejo. ¿Ron, agua o leche? 
Luis: Agua.
El chivo: ¡Salud!
Luis: ¿Cómo me la tomo?
El chivo: Puedo ser tu mesero, cabrón, pero no tu nana.
Luis: ¿Quién te pagó para matarme?
El chivo: ¿No adivinas?
Luis: No.
El chivo: Que tal que te dijera que fue la chava que te coges casi todos los días en el motelito ese.
Luis: ¿Marta? No. No, no ella no puede ser.
El chivo: Tienes razón, ella no. Fue tu esposa, brother.
Luis: ¿Mi esposa? ¿Ella sabe lo de Marta?
El chivo: No sé. ¿Sabe? ¡No hombre! Jajaja. Ella tampoco fue.
Luis: El esposo de Marta.
El chivo: Uyyy. Jaja.¡Está casada, cabrón! Jajaja. ¡Puta madre, brother! Como ves, hay un chingo de gente que te quiere matar, cabrón. ¿Tú crees? No sé cómo se llama mi perro. Me lo encontré en la calle. ¿Tú cómo le pondrías?
Luis: No sé. Solovino.
El chivo: Puta, ¡qué imaginación, cabrón! Así es ser publicista. No. Yo pensaba en algo así  como Gustavo. 
Luis: ¿Gustavo? 
El chivo: ¿Conoces a algún Gustavo?
Luis: Mi hermano se llama Gustavo.
El chivo: Gustavo Garfias.
Luis: ¿Gustavo Miranda Garfias? Es mi medio hermano.
El chivo: Vaya, Abel, Abel, Abel. ¿Pero qué hiciste que merecer un hermano así, cabrón? Él me dijo que era tu socio.
Luis: Es mi socio y mi medio hermano. ¿Él te pagó?”
El chivo: No sé. Adivina.
Luis: ¿Cuánto te pagó?   
El chivo: Cinco mil pesos.
Luis: ¡Cinco jaja, cinco mil PUTOS pesos!
El chivo: Bueno, y unos boletos para los Rolling Stones. 
Luis: ¡Hijo de su PUTA madre! ¿Pero por qué, cabrón? ¿Qué le hice?
El chivo: Él dice que te lo estás tranzando. 
Luis: No. ¡Mi madre! No es cierto, si es mi hermano, ¡es mi HERMANO!
El chivo: Calma, calma, brother, calma. Es lo que él dice. Además, ya no grites, cabrón, porque te voy a tener que llenar de plomazos. ¿Entonces, qué?  ¿Cómo le ponemos? (touching the dog’s head).
Luis: ¡Me vale madre tu puto perro!
El chivo: Jaja. No le digas así. Acuérdate que todo dueño se parece a su perro. Y…cómo decirte…si no fuera por él, estarías muerto, cabrón.


	Commentary: This scene is very important. Since el chivo was a guerilla soldier, his mannerisms are built on violence. Not only that, but he is homeless. His character, in the film, was a schoolteacher before arrested for his guerilla actions. Language has the potential to be constructive and positive; however, when a negative element is added to the mix, language can become evil, disgusting, and forceful. Laura J. Shepherd states that, “in our personal lives, we know that language matters, that words are constitutive of reality,” or the truth that is occurring. There are words that have been excised from our vocabularies, deemed too damaging to use specifically negative ones (Shepherd 144). Language translates to reality and can be altered by a specific type of reality. 

Along with this analysis, one can see that Luis’s emotions are quickly changed after he realized that his half-brother was the one who ordered him to be killed. For example, his mannerisms and his language change quickly to expressions such as, puta madre, putos pesos, and me vale madre tu perro. These are all very violent terms that means shit, hell, and madre is constantly used as an insult. One thing to note is that el chivo tortures Luis psychologically, causing him to suddenly change his language. 



4.6 Sobreviviendo Guazapa Analysis and Data

	#1 Sobreviviendo Guazapa 00:07:20

	Context: Pablo and Felipe, his brother, are two guerrilleros hiding from military soldiers in the bushes. Felipe received a letter from their nanny. While they are discussing the contents of the letter, they are found and attacked by military soldiers. Pablo survives but Felipe dies.

Transcription: 
Pablo: Hey, Felipe, ya terminamos de poner las minas ahí.
Felipe: Está bueno.
Pablo: ¿Y qué te pasa?
Felipe: Pensando.
Felipo: Préstame el radio.
(soldiers in the jungle, hears words on the radio, but not clear)
Felipe: Bájale a esa mierda, ¡hombre! Los vamos a ubicar.  (soldier looking in the forest) 
Nos escribió mi nana. 
Pablo: ¿Ah? 
Felipe: ¡Que nos escribió mi nana te digo!
Pablo: ¿Y qué dice?
Felipe: Dice que nos quiere mucho. Que nos vayamos donde ella. Que allá vamos a estar mucho más seguros. Está ganando un poco más de chirilicas. Y sigue con la idea que de poner la pupusería. 
Pablo: Arrecha mi ruca va.
Felipe: Arrecha la viejita.
(see the soldiers again)
Pablo: ¿Qué más dice? 
Felipe: Que nos vayamos, que no lo andemos pensando mucho, ¡hombre! Pero ahorita yo no puedo.
(soldiers preparing to shoot)
Pablo: Vámonos, bobo, vámonos de aquí, vámonos de esta mierda.
Felipe: ¡Cómo nos vamos a ir para los Estados Unidos!, donde los Yankees, es como traicionar nuestra lucha, y solo luchando vamos a poder cambiar esta mierda.
Pablo: Pues sí, pero.., ¿y mi mamá? Vos sabés que está sola y que solo nos tiene a vos y a mí como familia. 
Pablo: Vámonos, bobo, ¡vámonos de aquí!
Felipe: Si, querés, andate vos. 
Julio: ¿Y cómo me voy a ir yo solo, bobo?  Vámonos y estando los tres allá, trabajamos y echamos reata de verdad.
(Soldiers still approaching them) ¡Fire!
¡Aay! ¡Cúbranse!

	Commentary: The Spanish of El Salvador is very similar to neighboring countries, such as Guatemala and Honduras. Since most of the Spanish speaking countries in Central America experienced similar political and social conditions, such as war, slavery, and presidential turmoil, their histories and influences of languages are very similar (Lipski 254). One important thing to highlight is the use of voseo, tú, and vos. All words presented are pronouns. “Vos remains the pronoun of maximum familiarity and solidarity” (Lipski 259). However, tú is utilized when there is not a deep sense of trust presented between the two parties, but “the rural and the working class do not make the distinction between these pronouns” (Lipski 259). The usage of vos and tú is different in this film compared to Voces Inocentes. However, guerilla soldiers and the working class were two separate groups within a society. They were not considered the same. In regard to phonetics, the [s] is aspirated [h]. For example, no e[s]cribió mi nana, would instead be pronounced as no e[h]cribió mi nana.



	#2 Sobreviviendo guazapa 00:32:06

	Context: Pablo, the guerilla soldier, and Julio, the government soldier, finally meet in the jungle. They are clearly on opposing sides; therefore, there will be a violent relationship and nature between them. Each man has been fighting for what he thinks is right. Their idea of freedom is subjective. 

Transcription: 
Julio: ¡Párate ahí! Tirá las armas.
Pablo: ¿Cuáles? si no ando. 
Julio:  Maje, vos sos guerrillero. 
Pablo: No, no soy guerrillero. Solo por aquí estoy.
Julio: “Ajá, y la mochila ¿qué?, ¿qué anda en la mochila? 
Pablo: Nada, maje. Solo agua y tortilla, de verdad. 
Julio: ¿Ah, sí, maje? Vos minando andás.
Pablo: No, de verdad, si para mi cantón voy.
Julio: ¡va! Ponela en el suelo, pues, despacito. 
Pablo: ¿Ah?
Julio: ¡Ponela en el suelo! 
(places backpack on the ground, slowly)
Julio: Abrila, quiero ver que llevás. Apartate, apartate
Pablo: ¿Ah?
Julio: ¿Qué? ¿Te querés morir? 
(checking the backpack, Pablo kicks Julio and takes his gun) 
Julio A que sos guerrillero, ¡maldito!
Pablo: Ustedes mataron a mi hermano, chucho de mierda. Y así te vas a MORIRR.
Pablo: Ja, jaja. No tiene tiros, terengo.
Julio: De todas formas te vas a morir ¡hijo de puta!
(starts to fight)
¡Bum!¡Bum! (Attack helicopter throw bombs)
Pablo: ¡No me sigas, hijo de puta!
Julio: ¡Puta! no te ando siguiendo. Yo ando buscando donde PUTAS me escondo, maje.
Pablo: ¡Pendejo! 
Julio: Te jodiste, ¡hijo de puta!
Pablo: Qué te importa, ¡perro de mierda!
Julio: Apurate, pues, maje.
Pablo: ¡Váyase a la mierda bobo pendejo!
Julio:¡Apurate! ¡hombre!

	Commentary: Much of the film was about the soldiers running from bullets from the opposing side, running through the forest, or trying to find food on the mountain. Since the film took place on top of a mountain, it was about surviving there. In comparison, Voces Inocentes has enough dialogue from the actors, including Chava, and his mother. In both films, there are gruesome scenes of war and attacks. The dialogue in this film is short and choppy since it is focused on war. Regarding the register, Pablo is using the informal register (voseo) with Julio. Pablo uses malicious words such as chucho and hijo de puta. According to RAE dictionary, chucho means “perro de raza indefinida” (mongrel). Then when someone adds the word, mierda (shit), to chucho, the meaning alters to dumbass. (RAE dictionary). 



4.7 El Infierno Analysis and Data 

	#1 El Infierno 00:05:00

	Context: Benny arrives home and finds out his brother has been killed. His mother is very mad that he did not visit nor call when he was in the United States. Benny has been working in the United States for most of his childhood and teenage years. He has been unable to visit and see his family. He went to the United States to escape the violence in Mexico but seems to be returning to it. 

Transcription: 
Benny: Hi, mom ¿Cómo está?¡Soy Benjamín! ¿usted ya no me reconoce?
Mamá: Benjamíín, (in a sweet and soft voice) ¡HIJO DE LA CHINGADA! (replaces it with violence).
(in the dining room)
Benny: Gracias, jefa. Lo que más extrañaba de México era su comida, ma. Estaba ya hasta la madre de los hot dogs y los cheeseburgers. 
Mamá: Me cae que ya ni la molas. Veinte años del otro lado y ¿ni un dólar mandaste? No, pos yo ya te creía muerto.
Benny: Tiene razón jefa, pero si mira lo mal que me fue. 
Mamá: ¿Supiste algo de tu apá?” 
Benny: Pues salía a las calles, a ver si lo veía pasar, pero los Estados Unidos es REGRANDE, jefa.
Mamá: de tal palo, tal astilla.
(talks about his brother)
Benny: Oye, y el Pedro, ¿dónde anda? ¿Se fue a trabajar a San Miguel?
Mamá: No. A tu hermano lo mataron como a un perro. El chamaco andaba en malos pasos y un día acabó balaceado (crying).
Benny: ¿Cómo que lo mataron, mamá? ¿Por qué no me avisó, carajo?
Mamá: Oooh, ahora resulta que si te importaba tu hermanito, pero en veinte años no tuviste ni pa mandar una postal, si quiera pa saber dónde andabas. Si le hubieras cumplido tu promesa, el todavía estaría con nosotros.
Benny: (continues to think about his brother)

	Commentary: Benny’s family is in the lowest level of the social class. The use of the expressions, such as hijo de la chingada, estaba hasta la madre, jefa and chamaco are very popular in the lower class of Mexico. These vocabulary words are malicious, such as hijo de la chingada, which means son of a bitch. Chingar has a very interesting background, since it is a word that could have several malicious definitions. Jakobsen states, “the word chingar, with all of these multiple meanings, defines much of our life and quality of the other relationships with rest of the friends and people in the world” (Jakobsen 3). Now, in order to find the definition of the other words, I had to search Urban Dictionary, since they were slang or colloquial phrases. Hasta la madre meant that one is tired or fed up with something (Urban Dictionary). An example is when Benny uses the term to show he is fed up with eating American food. Jefa and chamaco are two words that are commonly used in México. Jefa means boss (female); however, it does not mean “boss” in the sense of leadership. In this case, it means “mother” in Mexican nonstandard Spanish. Chamaco as stated in the methodology chapter, means young men. 

 In regard to the use of the register, it is different. The mother uses an informal register or tuteo/tú when speaking to her son. On the other hand, her son speaks to his mother using the formal register or usted. This demonstrates that the son, Benny, keeps respecting his mother even though the mother gets mad. 
In the past, “Mexican cinema’s most common thematic and narrative representations of violence focused on… rebellions, acts of violence in the name of vengeance, the oppressive living conditions of the lower class, and violence against women” (MacLaird 103). It is interesting how Benny returns to Mexico and does something called, code-switching. Code switching is essentially when one switches between two languages due to their bilingual nature. It depends on what the situation is, where one grew up, and the type of setting one is in, hence why Benny partakes in code switching (Gumperz 2). Now, it was not explicitly stated in the film whether Benny was fluent in English when he returned to Mexico, but codeswitching is something he does throughout the film. 

The Spanish of México is a complex one because México has had contact with the Spaniards, the United States, Native Americans, and indigenous populations (Lipski 274). Amores Perros occurs in México City, and El Infierno occurs between the border of the United States and México. It is stated, “nearly all Mexican regard the chilango speech of Mexico City as unique,” but along the border it is presented as norteño speech, as in the movies with cowboys to illuminate the influence of the United States (Lipski 274). However, in this situation, since Benny and his godfather share a closer bond, their Spanish is more laid back and relaxed. They do not necessarily share the same opinions with each other. However, when the godfather begins to talk about the crime and violence in the country, he begins to enunciate the words to place emphasis on the important aspects. See Appendix and transcription #3 for more information. 




	#2 El Infierno 00:56:15

	Context: In this scene, Benny and Cochiloco brought the helpless man’s brother to the Don. This man betrayed the Don, and now the Don wants payback. Benny and Cochiloco go on a job for Don. Cochiloco and Benny attack a poor man, who is referred to as Cucaracha in the film. Now, Benny has decided that the money he makes from his godfather is not enough to keep his mother healthy and fed. He also must take care of his nephew and mother, since their father has passed away. Benny realizes that he needs to turn to violence, even though he said in the beginning that he did not want to.

Transcription
Don: ¿Qué pasó? Cucaracha. Jejeje. Muchos años trabajaste pa mí sin queja. Yo siempre te di a ganar buen dinero, entonces ¿por qué fuiste a ver a los federales? ¿Qué les dijiste? Mira. Si me dices detalladamente qué fue lo que le soplaste a los federales, seguro te salvas, cabrón.
Cucaracha: Yo le juro que nada patrón, nada.
Don: “Espero que eso sea cierto. Porque si no…aparte de chingar de ti, voy a chingar a tus niños. ¿Qué te parece?” 
Cucaracha: Por la virgencita santa, le juro que no dije nada.
Cochiloco: ¡Si sabemos todo pendejo! (hitting his stomach with a baseball bat)
Don: Ya, ya, cucaracha. Te creo. Te creo. Nada más que en este negocio hay reglas y principios que se deben de respetar y cumplir. Si sabes qué les sucede a los soplones, ¿verdad? ¡Cochiloco!, pásame el cebollero (a type of knife). Y tú, agárrale la cabeza. ¡AGÁRRASELA!” 
Cucaracha: ¡Noo!. ¡Noo!
Don: ¡ÁBRELA! (he cut his tongue with the knife)

	Commentary: For this segment, it is important to focus on the phonetics of the Don. Even though the Don came from violence and his entire business model is shaped around betrayal, the way he presents himself and the way he speaks is elegant. However, he does use words such as cabrón and chingar. In this context, chingar means to essentially back-stab, ruin, or destroy the people around Cucaracha since he did not complete the job and dishonored the Don. In Don’s pronunciation, the /s/ is not dropped, but rather it is given prominence in this situation; however, this is also normal in Mexican Spanish as well (Lipski 280).  




	#3 El Infierno 01:18:32

	Context: While working for a drug lord, Cochiloco and Benny received special treatment from the police. They would let them go through shortcuts to evade checkpoints. However, one police officer does not, and now he is suffering the consequences. 

Transcription
Cochiloco: Mire no más el angelito, ¡chinga! (he forces the officer out of his vehicle).
Benny: Vas a ver lo que es…¡órale!
Police officer: Y ahora, ¿qué te traes, Cochi?, si tú y yo somos cuates. 
Cochiloco: Cuates, los huevos, si ni siquiera sé…, ¡cabrón! ¡Usted maneja, Benny!
Yo mientras le doy una calentadita a este hijo de la chingada. (they push him into Cochiloco’s car) ¡Vámonos! Te voy a dar una…, cabrón. (they drive away in the car)
In a desert
Cochiloco: A ver, Mendoza, ¿Cuánto te dieron, los Panchos por nuestras cabezas? 
Police Officer: Te juro que nada mi Cochi, te lo juro por mi madrecita santa.
Cochiloco: No te hagas, pendejo. O me dices o te meto un plomazo.
Police Officer: De veras que yo no fui, Cochi. ¡Ten piedad de mí! Acuérdate de mis hijos.
Cochiloco: ¿Y tú te acordaste de los míos, carnal?
Benny: No seas buey, Mendoza. Si le dices laneta al Cochi, igual y yo puedo ayudarte.
Police officer: Gracias, yo sé que tú tienes buenos sentimientos, Benny. Dile al Cochi que no me mate.
Benny: Pues dile lo que te pregunta.
Police Officer: Seis mil varos.
Cochiloco: No más eso te pagaron los Panchos, ¿cabrón?
Benny: ¡Aoh! (after getting a hit in the stomach from Benny) Es más de lo que pagan en un mes en la comandancia.
Cochiloco. …¡Qué poca madre, chíngueselo!
Benny: A ver, ¡cabrón! ¿Sabes lo que les pasa a los soplones? (pointing the gun towards his head)
Police Officer: No me hagas nada..te lo suplico, no me hagas daño.
Benny: No puedo, mi Cochi. (refuses to shoot him)
Cochiloco: Cónchale, ¿se está haciendo el pendejo con el lado bueno de la chamba? (shoots and kills him). ¿Ya vio?


	Commentary: El Infierno, contained offensive and malicious words, such as chinga, huevos, hijo de la chingada, pendejo, buey/güey, qué poca madre, chíngueselo, and cónchale. We see the repetition of chinga, pendejo (asshole), and hijo de la chingada. These words maintain the same meaning throughout the film. For example, chingar is a verb; therefore, the command chíngueselo essentially means “kill him”. Buey/güey, from Urban Dictionary, means dude in a demeaning manner. Huevos in Spanish means “eggs”, but in this case it means a “man has no balls” (Urban Dictionary). This can be a derogatory term because when a man has no balls, it often implies that he is a coward. 

During violent scenes, the words are shortened, harsh or combined with English, as this film takes place near the border between the United States and México. For example, una prosi (shortened for prostitute), gringolandia (United States), and bala (bullet) are some of the words used in the film. Along with this, no más, is a very popular term in Mexican Spanish to signify “only, just” instead of meaning “no more.” In this selection, Benny and Cochiloco utilize the formal register with each other by using usted. However, when they are conversing with the police officer, they use the informal register, tú.




	#4 El Infierno 01:48:13

	Context: The enemies have killed Cochiloco’s family and son. Cochiloco is completely shocked by what happened, and his son is lying dead on the ground. He wished he could have saved him, but he arrived late. 

Transcription: 
Mesero: Cochi, Cochi. Me pidió un señor bien prieto con cara de cerdo que te fueras volando pa tu cantón.
Benny: ¡Órale! (With the snap of his fingers, he waved him off.)
Cochiloco: Ya vio, cabrón. (He goes in the truck with Benny to his house). No la chingue, ¡no!, ¡no!, ¡no! No mi hijito, mi Cochilito no. ¡No! ¡No! (cries uncontrollably).
(Then he looks at the door and the cartel left a note: Así namas, (h)ijo por (h)ijo, diente por diente). Cuide a mi vieja. Dígale que la quise un chingo, mi Benny. Ahí le encargo a mi prole.
Benny: Sí mi Cochi. ¿Qué va a hacer? 
Cochiloco: No más justicia, mi Benny. No más justicia.
Benny: Déjeme acompañarlo.
Cochiloco: “No, esta bronca es entre el hijo de la chingada de Don José y yo. Se lo dije ¿no?
Esta vida, y no chingaderas, es el infierno, mi Benny.


	Commentary: 
Cochiloco’s family has just been killed, and he is completely shocked. His language is clearly obstructed by the tears and the anger he is feeling. His intonation at the end, when he tells Benny to stay, is very loud because he wants to get revenge. He still uses the word, chingada and chingaderas as well. Chingar, as I stated earlier, is a word that could have changed into a noun, verb, and adjective and still contained the same meaning. 

Although El Infierno is not a true story, it accurately depicts the reality of kingpins, violence, and sexual abuse. The director, “explores more deeply the relationship between poverty and crime, focusing on drug-related activities,” for the audience to obtain the truth behind these films (Velázquez 86). Therefore, the director utilized realistic language one would use in a violent setting.



5. Discussion 
The evidence above reflects that in each case where violence is present, the linguistic attributes (lexicon, phonetics, morphological content) change. Each country had its own manner of pronunciation, and the characters utilized specific slang when placed in a violent situation. However, the sentiments remained the same. Regardless of the country, the violent atmosphere affected the characters’ dialogue. It is understandable a character would use malicious words such as chingado, pinches, cabrón, malparido, and pendejo, that demonstrate changes in lexicon. Hurtful words are used in a time of anger, violence, and uneasiness. Some people might use it in their everyday language when something does not go their way. However, the vocabulary was not the only concept that was altered. 
	Regarding the phonetics, each country had a specific pronunciation, whether that was with consonants or vowels. However, when the characters were placed in violent situations, their pronunciation either became more definitive due to the importance of the situation or stayed the same. This has something to do with intonation, which can produce an effect in the pronunciation. For example, Carlos Gussenhoven states, “Intonational meaning is located in two components of language, the phonetic implementation and the intonational grammar… meaning dimensions base on aspects of the production process of pitch variation” (Gussenhoven 1). Therefore, this essentially demonstrates that changes in intonation create changes in pronunciation. Gussenhoven also continues to highlight the importance of the vibration of the vocal cord, which is caused by the change in intonation. Speakers create these changes in order to put an emphasis on the speaker’s intentions when needed (Gusshoven 7-8). 	
	Regarding the morphological changes, the central change that occurs in the films, when involved with violence, is the switch between tú, usted, and voseo. As explained above, Colombia, Mexico, and El Salvador have their own rules about this, depending on the situation and regarding the idea of formality. However, when formality is not needed with the person one is talking to, the situation becomes tense and both parties are utilizing a different form. For example, children might use the form of usted or voseo with their parents. However, when the parents start to mistreat the child or speak to them in a harsh tone, the child could switch to tú to show disrespect. Another element of a morphological change is the usage of –ito/-ita or –ico/-ica. At first these seem like endearing terms, but it depends on the situation. In the lower class of society, the civilians use it to be demeaning or degrade the person. However, at times, adults and children use it to show compassion. 
6. Conclusion 

	The purpose of the work was to do a very specific and unique investigation of the Spanish language, and how it was linguistically changed when it was seen in a specific atmosphere. In this case, we focused on violence that included physical, substance, and gang violence. The linguistic categories focused on three sections: lexical, morphological, and phonetics. I decided to focus on three different countries, El Salvador, México, and Colombia. Then, I investigated the normal linguistic atmosphere in those respective countries, the historical context of each, and decided to choose films that were related to violent settings. Furthermore, aside from demonstrating whether violence had an effect on the linguistic atmosphere presented in each country, I wanted to see if there was a connection between the socio-economic status and the citizens who used the specific language.
	First, what I found was that the films aligned with the normal linguistic nature of each country. For example, the pronunciation was relatively similar, the vocabulary, and the grammatical structure of each sentence and phrase that was stated. However, since they are films, there are some aspects that might have been portrayed in a very dramatic manner in order to enhance the performance, but when the violence entered the environment, the linguistic nature did alter. The pronunciation of the vowels and consonants either became clearer or they were aspirated. The vocabulary changed causing the characters to use aggressive words that led to insult and shame. Lastly, the grammatical structure of the sentences did change. For example, the violent atmosphere depended on whether the person should use tú or voseo in order to portray a sense of respect or not towards the person one is speaking to. 
	Besides the changes I saw from a linguistics standpoint, I wanted to incorporate a sociolinguistic point of view as well. A majority of the characters in the films were from low socio-economic backgrounds, which were trying to provide for their families. For example, in the film, Amores Perros, the family lives in the house with two men, one wife, a child, and a mother. Each of them tries to provide for the family, but not all do it in a righteous manner. As I stated before, these were films and a few things could have been dramatized. However, the language altered depending on the gender, economic status, and where they were living, along with the violent atmosphere. For example, in the film, La Vendedora de Rosas, the children utilize a decent amount of Colombian street slang either because that was the colloquial manner, or they were raised in a low economic background where they did not have access to education. In the future, I would love to see more of an interaction with film and linguistics because the films can portray insightful linguistic information that could help us understand how sociolinguistic variables can affect language. 









































Appendix 

Amores Perros 

	#1 Amores Perros 01:50:00

	Context: Ramiro, Octavio’s brother, and his friend, rob a bank. However, they do not have a brilliant plan. Therefore, they suffer the consequences. As I have stated previously, Ramiro, along with his brother, Octavio, try to obtain money illegally. Ramiro promised his family that he would stop and work at the supermarket making an honest living, but he could not ignore his ways. He wanted to get more money and was not content with what little he had. 

Transcription: 
Ramiro: ¿Qué chingados haces?
Friend:  ¿Cómo que qué chingados? Pues poniéndome la…
Ramiro: ¡No seas pendejo! Por qué mejor no te pones un letrero de voy a robar. Los bancos los robas así sin nada.
Friend: ¿Así con mi cara de pendejo? Si tú lo dices…
Ramiro: al suelo, hijos de su puta madre. Esto es un asalto, cabrones. Esto es un asalto, culeros. ¡Al suelo, cabrones! ¡Al suelo, cabrones!
Amigo: ¿Qué me ves buey? Que me ves la cara de idiota. Al suelo bueyes.
Ramiro: ¡Saca la cartera, pendejo! Te hablo a ti, buey. Saca la cartera, buey. 
(Ramiro diez)


	Commentary: As mentioned before, the use of the word chingado is prominent in Mexican Spanish, as well as the word, pendejo (asshole). Chingado is this sense means “what the hell” or “what are you doing?” This was a very small scene of violence, where both men were shooting offensive phrases, while their intonation increased. Amores Perros, is dramatized; however, I believe it follows colloquial Mexican Spanish. For example, chinga/chingue (bad quality) is constantly used throughout the film to describe a bad situation or a violent one. David Carpenter states that, “violent is usually attributed to social factors, including poverty, poor education, and family instability” (Carpenter 260). One of my research questions, outside of the linguistic area, was to try and figure out if violence had a correlation with a specific social class. Presumably, although violent behavior is something that is innate in humans and will constantly be around us, it is more prevalent in the lower-class society (Carpenter 260-261). Carpenter states, “Violence takes a major toll on society, and violent crime (murder, rape, robbery, and assault) is a particular problem in teenagers and young adults, and especially in young males” (Carpenter 260). This aspect of violence is predominant in each film, as males are more often likely to pursue violent endeavors.





El Infierno 

	#2 El Infierno 00:12:06

	Context: Benny first goes to work with his godfather in a car factory. It is small but, initially, Benny wants to make an honest living for himself and his mother. His godfather clearly remembers Benny, even though he has been gone for a quite long time. 

Transcription: 
Benny: De haber sabido, me quedó del otro lado.
Godfather: Me cae que no tienes idea en lo que se ha convertido este país.
Benny: No puede estar peor que cuando me fui, padrino.” 
Godfather: Pues, no más imagínate… crisis, desempleo, violencia. Si no más en lo que va del año ya van como trece mil muertos. Casi, casi como una guerra civil. Todos contra todos.” 
Benny: Nos cayó la maldición.
Godfather: Pero, cuéntame de ti. ¿Cómo te trataron los gringos? Veinte años son muchos. Te forraste de lana 
Benny: Uyy padrino, pa que le cuento. Padrino, ¿qué sabe usted de mi carnal? He escuchado tantas cosas. 
Godfather: Lo último que supe es que dejó el rancho de tu jefa, quesque porque ya no quería ser pobre. Se vino pa San Miguel, se juntó con gente MUY, pero MUY MALA: narcos, puelas, asesinos. Todo el mundo lo conocía como el diablo. 
Benny: ¡No chingue!
Godfather: Y se hizo de una fama, que hasta miedo daba. Hasta que un día apareció muerto. Sesenta balazos dicen que le dieron.
Benny: ¡Sesenta balazos! ¿Yquién lo mató?
Godfather: Pudo ser cualquiera. En este pueblo te matan no más por cualquier cosa.
Benny: ¿Quién me podrá contar algo?
Godfather: Tu carnal vivía con una vieja cuando lo mataron. Se llama Guadalupe Solís y trabaja en el Salón México. Un pinche tugurio de mala muerte en la zona roja de San Miguel. 
Benny: ¿Una prosi?


	Commentary: This is a conversation between Benny and his godfather about violence. Even though there was no active violence (such as sexual or physical violence) in this scene, it is important to highlight how prevalent it is in their lives. When both men speak to each other, it refers back to Lipski’s study of northern Mexican Spanish. Idioms like me cae que no tienes idea, te forraste de lana, mi carnal, no chingue, or un pinche tugurio y prosi are popular expressions used in Mexico.
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