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Despite the fact that both state owned (RAI) andapely owned (Mediaset) Ital-
ian television channels habitually adopt scantlessed women in provocative
poses to fulfill a purely decorative function onytime television, a closer look at
Italian TV reveals that it is far less liberatedathit seems. In fact, in stark con-
tradiction to the apparent unrestraint of autochtioas studio productions, refer-
ences to sex and sexuality in imported fictionaldoicts tend to be severely miti-
gated in their translated forms. Furthermore, is@lappears that sexual behav-
iour beyond traditional male/female ‘mainstreamXsal practices becomes in-
creasingly taboo in translation, as they too arthei toned down or totally elimi-
nated. Relegated to cable and satellite channelaternight/early morning view-
ing on one of the privately owned Mediaset channmaisgrams containing very
explicit sexual content such as US produced ‘Sektha City’ are moderated
quite significantly for Italian audiences, not oniyterms of the pervasive use of
strong, taboo language, but also for explicit refeces to a variety of sexual prac-
tices.

This paper will discuss the norms which governtthaslation of ‘adult’ materi-
als for Italian TV both from an examination of tliguistic content of the pro-
grams themselves and from the point of view ofaipes involved in the dubbing
process.

1. Introduction: taboo terms in translated productions

Issues regarding censorship and screen transladies been discussed by several
authors. Studies by Chiaro (1996 and 2000a); ParesiMalinverno (2000) and
Hargan (2006) reveal that taboo terms and coarspiégge are either suppressed
or reduced in ltalian dubbed versions of filmsdimgs by Vandaele (2002) dis-
play the mitigation of allusions to promiscuity,utéry and suicide in subtitled
versions of the films of Billy Wilder in FrancoiSipain; while Bianchi’'s study of
the ltalian translation oBuffy the Vampire Slayégforthcoming) and Bucaria’s
work on US television series (this issue) demotestitaat present day democratic
Italy tends to liberally tone down not only sexueferences, but even terms of
insult which have become de-semantised (cf. Busadigcussion of the abusive
item ‘moron’). Needless to say, such extreme ieterice with the original ver-
sions leads to (sometimes drastically) differentataves in their translated forms
not only in terms of recounting and characterizgtiout also, and perhaps more
significantly, in terms of style cf. Munday (200&)d Bucaria (this issue).
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Sex has become the essential ingredient of maigsshat are produced
in the USA and subsequently exported to Eur@ex and the Cit{from now on-
wardsSatQ is a case in point. However, matters pertainongex are pervasive in
numerous other series imported from North Amerisly MacBea) Nip/Tuck
Desperate HousewiveBig LoveandThe L Wordare just a few examples of series
that contain explicit sexual subject matter, namelyerms of unequivocal refer-
ences to a wide spectrum of sexual activities wiitén go beyond heterosexual
sexual intercourse and the patent naming of gé@it@ver and above the verbal
code, visually too, such series include scenesagung nudity as well as explicit
sexual behaviour. Given that both visual and vesgeauality has been tradition-
ally mitigated for Italian audiences, this essayg seit to explore how such allevia-
tion is achieved. Following a brief summary of nergoverning censorship on
screen in Italy, the easing of sexual featuresiéndubbed version @atCwill be
examined in detail. In particular, the strategieslved in transposing three sali-
ent verbal sexual denotations into Italian willlb@mined; namely the designation
of genitalia; references to sexual intercourse; @fdrences to what have been
labeled, ‘additional sexual practicdse. practices which exclude coition such as
oral/anal sex; masturbation; sadomasochism etcsefuiently, a discussion of the
dialogues accompanying scenes containing expkoitial activity will illustrate
how a significant adaptation of the original dialegcan reduce the edge from
such scenes, severely moderating what was theierhit racy quality. Although it
could be argued that translational choices may@dgp@nd upon the technical con-
straints of dubbing, the principal limitation beitige issue of lip-synchronization,
the fact that mitigation occurs consistently in tiresence of references to taboo
subject matter, overrules this possibility.

2. Censorship and translation in Italy

In ltaly, a board of censors controls the suitabitbf full length films to be
screened in theatres with regard to whether a ptodusuitable for adults only,
for those who are over the age of fourteen; whethesquires parental guidance
during viewing or whether it is appropriate for widfamily viewing’. Despite
awareness of the existence of a similar body (did®) governing television pro-
grams, the author has to date found no concreteese of such an organization.
When the product that is about to broadcast conts@enes and language which
might be inappropriate for children, state owned Ri#annels usually send out a
verbal warning prior to screening. On the othercharivately ownedVediaset
channels adopt a system of symbols at the cornéneoEcreeni.e. a red circle
containing the silhouette of a grown-up indicatihgt the program is uniquely for
adult viewing, an orange circle with the profileast adult holding a child’s hand,
indicating fitness for viewing with parental guid&nand green with the outline of
a child indicating fitness for family viewing. Fhermore, full-length feature films
which had been previously deemed appropriate fer-tawrteens by the board of
censors can only be screened on televisioseronda seratar rather, after the
22:30 watershed. Films certified for adult-only wirg, cannot be aired at all.
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However, where and by whom such decisions for tglav are made, to date re-
mains unclear.

Obviously, broadcasting a program late at nightliespa smaller audience,
which means that television companies are willmgay producers a lower price
than that which is normally paid for a product thah be screened during prime
time and, therefore, to a wider audience. Not doly, a program screened late at
night is in turn likely to gain lower profits inr@s of advertising. Industries in-
vesting in television marketing do so in order tivaat large numbers of possible
buyers of their products and, it stands to reasiwat, they will want their wares
advertised at times when most people will be watghiV. Thus, it may not be
entirely unlikely that television companies requi@nslators to censure programs
containing taboo language so that they can thefreledy screened during prime
time. Furthermore, many successful US series #ogse; Grey's Anatomy; Des-
perate Housewives, Losttc.) are usually premiered — and hence comnnisdio
for translation - by one of the Fox (satellite) chals before being sold the follow-
ing season to mainstream TV channels inclusiveasfstation. So, it would ap-
pear that commissioners and translators need toibaaind the issue of future
wider and more heterogeneous RAI énddiasetaudiences who will be exposed
to the same product once screened during earferdpans.

Likewise, with regard the use of censorship viagfation, stories circulate
regarding the existence of a ‘black-list’ of what¢ @onsidered English words and
references which are strictly taboo on Italian ®Bthough no real evidence of
such a list can be found, thus relegating suchggestion to mere hearsay; (see
interview with Luigi La Monica, dubbing director tfie program’s fifth and sixth
series, in 3.%)

3. Sex and the City
3.1Sex and the Cityn the USA

SatCconsists of ninety-eight, 25-30 minute long epemdvhich were originally
broadcast between 1998 and 2004 by American payhidhnel HBO (Time
Warner Entertainment Company), and then exporteddwaide, including to It-
aly, where it arrived in 2000. The series was irezpby a book of the same title
written by journalist Candace Bushnell, who wagioally responsible for the
homonymous column in tHgéew York ObserveColumn, book and series recount
stories of modern day relationships in elitist Néark that are based on sex, love
and friendship — but, as the title suggests, aladiven sex. In particular, the series
recounts the sentimental and sexual relationshipfow thirty-something girl-
friends, Carrie Bradshaw (aka Bushnell/narratorfpalist); Miranda Hobbes;
Samantha Jones and Charlotte York. The progranarigcplarly pertinent for a
study on censorship and translation because ohitjldy risqué nature of both
visual and verbal content. In fact, Carrie Bradstteiines herself as a “sexual
anthropologist” and her column involves researclaarumber of sex-related sub-
ject matters which extend from the issue of sekavit emotional ties to subjects
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such as masturbatioménages a trojssadomasochism and beyond. In the open-
ing credits to each episode we read: “Carrie Bragdsknows good sex, and isn't
afraid to ask”. And, Bradshaw carries out her regean the field, in more ways
than one.

In 2004, HBO sold the series to TBS (Turner Braatiog System Inc.), a
society which is part of the Public Broadcastingvi®e that also runs Cartoon
Network, TNT, Boomerang and CNN news. Unlike HBOiathis totally free of
the shackles of censorship, TBS is obliged to msfiee rules of the Federal
Communications Commission, an independent goverhagancy founded by the
1934 Communications Act that has the precise tdslegulating interstate and
international communication. The change from Paytd Yhainstream was signifi-
cant as it meant that the series could now be Isg@many more than the previous
26 million HBO subscribers. Thus, the series whield originally been screened
uncut, was now censored. Many nude scenes wereveginas were dialogues
containing explicit sexual content. Furthermore ewltbeing broadcast by HBO,
SatCwould go out between 20.00 and 00.30 accordingme zones, while at
TBS, broadcasting began an hour later, at 21.06eEatme, a watershed which
would supposedly automatically select more maturbemces.

Ponza (2004) exemplifies the politics of TBS Hysgtrating the type of
censorship employed upon the dialogues during teécation from HBO. Both
examples in Tables 1 and 2 occur in sexually eitddiEdroom scenes in which the
speakers are in a state of undress.

Table 1

Series 3; Episode 6 (‘Are we sluts?’)

Alexander and Charlotte are in bed, clearly engagesxual intercourse. While
Alexander climaxes he cries out:

TBS HBO

“You stupid bitch, younastywhore!” | “You fucking bitch, you fucking
whore!”

Table 2

Series 3; Episode 9 (‘Easy come, easy go’)

Samantha and Adam are naked. Adam continues to hmrshead downwards

in an attempt to receive oral sex.

TBS HBO

Adam: “Oh come on baby, you giveAdam: “Oh come on babyou give

the greatest...” the greatest head

Samantha: “Not gonna happen.” Samantha: “Not gonna happen.”

Adam: “What's the problem?” Adam: “Why, what's the problem?”

Samantha: “Well, Adam, you're Samantha: “Well, Adamyour funky

funky.” tasting spunk”

Adam: “What?” Adam:. “What?”
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Samantha: “You heard me, funky.” | Samantha: “You heard meyour
Adam: “Man, | have heard some faspunk is funky.”
out excuses but this one takes th&dam: “Man, | have heard some far

cake.” out excusedor not giving head, but
Samantha: “Excuse me, | resent that.this one takes the cake.”
Adam: “Come on, it's easy.” Samantha: “Excuse me?”

Samantha: “Easy! You have no ideddam: “You're one of them two
what we’re dealing with. Honey, thgyblow job chicks, You put blow jobs

don't call it a job for nothing.” in the coming attractions that I'll
Adam: “Come on, it can't be thatnever see in the actual movié

bad.” Samantha: “l resent thdtlove giving
Samantha: “I'll make a deal with yol.head”

You try it. If you're fine with it, I'll | Adam: “Come on, give ma little BJ,
be fine with it. Take it or leave it.” up and down a couple times, you're

done,it's easy!”
Samantha: “Easy? You men have |no
idea what we're dealing witdown
there. Teeth placement, and jaw
stress, and suction, and gag reflex,
and all the while bobbing up and
down, moaning and trying to breathe
through our noses. Easy? Honey, they
don't call ita job for nothin'! Having
said all that, with the right mait can
be fabulous. That is, unless the man
in question haspunkthat's like a trip
on the rotten egg buffet.”

Adam: “Come on, it can't be that
bad.”
Samantha: “I'll make a deal with you.
You try it. If you're fine with it, Il
be fine with it.”

Adam: “l can’t do that. It's gay.”
Samantha: It's not gay if it's you.
Take it or leave it.”

The example in Table 1 shows how the term ‘fuckisgdiluted to the more neu-
tral ‘stupid’ and ‘nasty’ which teamed respectivalith ‘bitch’ and ‘whore’, sub-
stantially tone down the overall effect. Howevée tialogue in Table 2 exempli-
fies more radical deletions. The original referenteoral sex and effluvia present
in the HBO screenings disappear in the TBS vergauing only a single allusion
in the line “they don't call it a job for nothinglthough, with the deletion of the
references to fellatioi.. “blow”), the insinuation is totally lost. Thus, sjgte
what can actually be seen on the screen, (a nakaplec cavorting in bed) the
milder dialogue turns the scene into somethindefes audacious compared to the
original. And this is similar to the effect of whaften occurs in the Italian inter-



260 Delia Chiaro

lingual translation too (see 3.2). Furthermore, iikacomment on “two blow job
chicks” and Samantha’s long and meticulous desoripdf the technicalities of
oral sex are deleted, as is the closing referem¢®inosexuality. And with them
vanish a series of “good lines” (Chiaro; forthcogi), the purpose of which is to
produce laughter in the recipient (for a more dedadiscussion on the loss of hu-
morous effect see Bucaria, this issue). In additiba titles of the episodes also
often contain good lines. The two episodes fromcWithe previous examples
were taken are entitled ‘Are we sluts’ and ‘Easynepeasy go’. The translations
respectively becom@uanti uomini sono troppifHow many men are too many?)
andC’e chi va e c’e chi vien€Some people go and others come). While the trans-
lation does contain a taboo connotation, it is weilg if compared to the original
title: *Are we sluts’.

3.2 Sex and the Cityn Italy

Privately owned chann&lA7 first broadcasSatCbetween 2000 and 2004, firstly
from midnight onwards and subsequently from 22A5the time of writing, the
series is being intermittently repeated@anale Jimmya satellite channel which
is part of the SKY package. Scheduling on this ce&is less rigid thatA7, with
the programs going out after 19.30 with nightlyrues. Furthermore, the Italian
DVDs of the series, bear the parental guidance siimb

The first three series &atCwere translated, adapted and dubbe@asgt
Doppiaggiowhile CVD took over the translation/dubbing process forldsé three
seasons.From an interview with Luigi La Moniéadirector of the dub of the part
of the fifth and sixth and series (and also théaltavoice of Mr Big, Carrie’s il-
licit lover throughou) it emerges that there is no such thing as a kblist' of
taboo words (cf. 2). Furthermore, according to LanMa, censorship is com-
pletely self-imposed by operators involved in thubloing process. In the episodes
he directed, he himself deliberately moderatedhat he considered to be taboo
because “A certain type of strong language isVikeloffend Italians” (translation
DC.) Furthermore, La Monica also believes that “Aicens generally use more
bad language than ltalians” (translation DC) ardbakequivalence would have in
some way falsified the Italian, the speakers ofclvhin his opinion, are less used
to using and hearing strong language. Thus, anriexped dubbing director like
La Monica, only inserts strong language in the dhien he deems iitecessarior
“necessary” (translation DC). When asked how hdddscwhen exactly strong
language is necessary in Italian and when it is lmtMonica replied that this de-
pends upon the context in which the utterance aaintathe taboo item occurs. In
other words, inserting or not inserting taboo eletmealso depends on elements
such as facial expressions and body language ef girticipants in a particular
scene, as well as their verbal responses. Wheaoathext of the situation is rea-
sonably safe, he believes that toning down risgdaéents can quite easily be
achieved without the audience noticing otherwisevettheless, Roberta Pifféra
freelance dubbing-translator working in Rome clafhe:
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There is no precise answer to your questian Wwho decides what and
how items are censored). Translational decisiogarding references to
sex and expletives are taken as they occur andigtisins are given by
the television channel commissioning the trangttiBor example, in
programmes lik&'he Simple Life, Beauty and the GeeklGirls from the
Playboy Mansion as well as thousands of others - the translai@sal-
lowed to leave taboo items as they are, even ifcedation is always
preferable. In other, more extreme cases, likeothe | came across less
than a month ago Extreme Russia adaptors like me have to transform
themselves intauthors(speaker’'s emphasis) and invent whole utterances
in order to censure references to sex. [...] Howegenerally speaking,
the channel gives us the target to aim at, andrdiepto this, instruc-
tions as to how to treat more delicate contenttii@nwhole, I'd say that
allusions are generally kept while explicit referes, that are sometimes
really strong (Americans are experts at those!) deketed. (Personal
communication, translation DE)

However, unlike what occurred in the series’ pasfagm HBO to TBS, in which
substantial cuts in both dialogue and visuals carwitnessed, for Italian con-
sumption, only the dialogues underwent censordbgying images totally intact.
Yet, arguably, the mitigated dialogues succeedrnirig what would otherwise be
audacious visuals. For example, the exchange diedugreviously (Tablel) be-
comes Fottuta puttana; fottuta troialfor “You fucking bitch, you fucking
whore!”. As discussed by Galassi (2000), the téottutais quite unrepresentative
of a naturally occurring Italian taboo word. Furiinere Antonini and Chiaro
(2005) empirically demonstrate how a large sampliatians recognize the term
(in a sexual connotation) as an item belongingetevised Italian alone, and that
they did not think that the term was likely to ocau natural everyday conversa-
tion.

Another example of the mitigation of taboo obtaitledugh the insertion
of unrepresentative Italian is illustrated in TaB in which the term ‘spunk’ (cf.
Table 2) is replaced with the wolbiancomeaning literally ‘white’.

Table 2a ltalian dub and back-translation of diagn Table 2 (‘Are we sluts?’
C’e chiva e c’é chi vieng.
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Italian dub

Back- translation

Adam: ...dai, i tuoipompini sono i
migliori.

Samantha: Non ci penso proprio.
Adam: Scusa, qual'e il problema?
Samantha: Bene, Adam, il tdmwanco
ha un sapore nauseabondo.

Adam: Cosa?

Samantha: Il tubianco fa schifo!
Adam: Bianco?

SamanthaSpeme, sperma, lo schizz
della felicita fa schifo!

Adam: Scuse per nonfare dei
pompini, ne ho sentite, ma questa
batte tutte!

Samantha: Come dici?

Adam: Sei una da dupompini e

basta. Ne metti due nei trailer e poi
fregatura e che nel film non ce ne sq

altri.
Samantha: No, mi disdico, Adam.
adorofare i pompini.

Adam: Allora vieni qui e fammi un giving head

paio di velocilavoretti di bocca, su e
giu con la testaed é finita, € facile.

Samantha: Facile! Voi non avete id
di cosa ci aspetta ai piani bas
Otturazioni a rischio, mascella slogal
ipersalivazione, conati di vomito ed {

agitare la testa su e giu men
gemiamo e cerchiamo di respirare
naso. Facile? Se si chiamavoro di

heads up and down moaning
boccd ci sara un motivo. Ora, detfobreathing through our noses at
giusto |esame time. Easy? If it's called

guesto, con l'uomo
meraviglioso. Ma questo quando

sperma dello stallonein questiong
non ha vinto il primo premio de

concorso delle uova marcia.
Adam: Non puo essere cosi male.
Samantha: Facciamo un patto. Tu

assaggi e se va bene a te, allord

bene anche a me.
Adam: Non posso farlo. E dgmy.

Samantha: Caro, nongay se & robg

tua.

Adam: ...come on, youblow jobs
are the best.

Samantha: | don't think so.

Adam: Sorry, what's the problem?
Samantha: Well, Adam, yowvhite
has a nauseous taste.

Adam: What?

Samantha: Yourwhite makes me
sick!

0 Adam: White?
Samantha: Yourseed, sperm, spurt
of happinessmakes me sick!
I&dam: I've heard some excuses |
not wanting togive head but this
beats them all!

Samantha: Excuse me?

[Adam: You are a twdlow job girl
nand that’s it. You put two in the traile
and then rip me off in the main featu
Idbecause there are no more.
Samantha: | disagree Adam. | lo

18

Adam: Then come here and deau-
ple of little jobs with your mouth,

eap and down with your head and
sthat’s it, it's easy.

te&Gamantha: Easy? You have no id
inwhat we get on the lower floors. Fil
trings are at risk, dislocated jaw, hype
daklivation, gagging while shaking o

ur

a
n.
it
e

lonouth job there must be a reasg
Having said that, with the right man
Ican be wonderful. But only when tk
sperm of the stallion in question
hasn’t won first prize in the bad egg
loontest.

¥alam: It can’t be that bad.
Samantha: Let's make a deal. Y
taste it and if it's ok with you, it's o
with me too.

Adam: | can’ do that, it'gay.

Sam.: Honey, it's nagay,if it's yours.

Sa

or

ve

£as

-

nd
he

Ou
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It is clear from the fact that the scene is congplebd uncut, that Fox Italia
adapted the program from the HBO version. Howeter language is, in places,
substantially moderated, although not to the extienthich the dialogue was cut
by TBS. For example, the Italian term for fellatimt comes closest in terms of
register to that of ‘giving head’, is respectivglgmpinoand this term does occur
three times in the translation. However, reductiothe dialogue occurs for two
other sexually related items. Firstly, in referet@dhe term ‘spunk’, the transla-
tion adopts the noum(. not the adjectivebiancg literally ‘white’. Normally
biancois an adjective, and although it can be used ndiyiimaa phrase such as
‘egg white’, it is highly unlikely for an Italianpgaker to denote sperm as ‘a
white’. But, on the one hand, if the choicebiincomay seem weak in compari-
son to the unmistakable meaning of ‘spunk’, it dge® Adam a very good ex-
cuse for not understanding what Samantha is talabwut. And, subsequently, a
sort of compensation occurs when she spells outhisaco is speme /seed;
sperma gperm ando schizzo della felicitd the spurt of happiness’. Secondly,
another term for fellatio, namely: ‘blow job’ isamislated witHavoro di bocca—
literally ‘mouth job’. Although, the term is, to pdhe least, unusuale. pompino
appears to be the more common term in Italian, &oogntains 84,700 hits for
Iavorg di boccaCould it be that the term has entered the languigkalian dub-
bese?

4. The mitigation of references to sex through traslation

Despite the fact that only the dialogues are mdaipd in the Italian dub leaving
visuals identical to the source, Itali@atCis considerably dissimilar from the
original. And over and above the actual words, pégaand dialogues uttered, a
very striking difference, and, | would argue, anffigant instance of censorship,
can be found in the tone of the actors’ voices. Mwadthough not all, of the racy
dialogue is mitigated, in the sense that instaédaboo are often replaced with
what would be commonly considered as more acceptistourse.

Supporters of the subtitling camp traditionally uke fact that the voices
of the original actors give place to the totallyweoices of the dubbing actors, as
one of their strongest arguments against dubbinighdM wishing to enter into
the argument of the superiority of either transiadil mode (cfDiaz Cintas 1999),
and especially since audiences tend to prefer thdento which they are accus-
tomed “...viewers are creatures of habit” (lvarss@92 66), it cannot be denied
that features such as voice quality and tone acalwaitributes which do indeed
contribute to the shaping of characters and toctwestruction of meaning. Thus,
traditionally, a number of big screen actors, doex and producers who care
about the way their films are exported, have abtuzen involved in choosing
dubbing actors. Woody Allen and Stanley Kubrick examples of actor/directors
actively involved in the dubbing process of théim$é and Disney/Buena Vista
products are well known for the similarity of voigeality of cartoon characters
across dozens of languages, again displaying corfoernon-English speaking
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audiences. However, on the whole, the tone of dlie fain characters in Italian
SatCis undoubtedly more jaunty and spry than thathef ¢haracters in the Eng-
lish version. For example, the dry irony of strafghward Miranda and the cool
self-assuredness of breathy, sex-crazed Samanthdl anatched by their jolly
Italian counter-voices. Furthermore, the Italiaalajues are uttered too clearly. In
other words, the educated New Yorkese of the footlagonists is substituted with
eloquently uttered Tuscan-Roman ltalian (for a itedadiscussion of this phe-
nomenon see Pavesi 1994 and 1996). If we sum thenabé of high idiomaticity
and the localization of numerous socio-culturaérefices to New York culture to
the new audio, over and above the words, the résululy a different effect.
Firstly, the Italian dub significantly modulategtaver present white noise of New
York’s streets, restaurants, clubs and partiesjereng this version generally qui-
eter and more sedate. Secondly, owing to diffgoest-production conventions in
the USA, which tend to leave actors’ voices sougdinclear, almost impure, the
‘quietness’ of the Italian dub is somewhat strikihg the original, it is almost as
though actors have full permission to slur somedsand drop the endings off
others, just as happens in real life conversaiidith the dub, the series appears to
have lost the acoustic impurity of the originale(iberate?) non-clarity is replaced
with perfectly eloguent Italian. A good exampletios phenomenon can be found
in the dub oBrokeback MountaifAng Lee 2005, USA). Over and above the in-
evitable suppression of the particular variety afjlish spoken by the actors, the
Italian dub has a clarity which is missing in thregimal, that, while certainly help-
ing audiences understand every single word theackens utter, completely dis-
torts a film in which mis-communication is an edsdrelement of the plot as a
whole. Something similar occurs 8atC The clatter of New York city is hushed,
the lively chatter of the four protagonists is urstigted. In the episode entitled
‘Politically Erect’ (Season 2; Episode 2) Carrieaiting as a judge at a fund rais-
ing male striptease competition. As each strippkes the floor and begins to un-
dress, a presenter tries to give out personalrimddon about him, such as name,
star sign and hobbies, above the noise. But, tieerio the club is deafening, mu-
sic is playing loudly and the female audience isecing the strippers on with hys-
terical screaming. Despite the fact that the preses yelling at the top of her
voice, it is very difficult to discern what sheastually saying. In the Italian ver-
sion, the surrounding noise is toned down, andyewerd the announcer makes is
emitted loudly and clearly. | would like to argumeat this is also a form of mitiga-
tion. The raucous comments of the women encourapmgtrippers disappear as
does the excited tone of the presenter. What se&ilsedate (rather than racy)
dialogue.

4.1 The dialogues

The norm for translating all that is taboo in théodseems to follow the conven-
tional rule of either mitigation, substitution celdtion. | have chosen to adopt the
term ‘conventional’ as the translation of taboo egp to have much in common
with the translation of other notoriously compleatures beyond the taboo, such
as Verbally Expressed Humour (VEH, which, for exémpequires similar strate-
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gies in its transfer across languages cf. Chiafi®@p An instance of VEH can be
substituted with a different example in the tarlgeguage or it can be deleted. Of
course, VEH does not require mitigation, unlessoittains risqué material, but
mitigation is precisely what does occur when there® gag is substituted with an
idiomatic expression thus causing the joke to ¢isap and the VEH is thus miti-
gated into a non humorous expressiidnd(). However, when translating VEH,
compensation is sometimes adopted too. Compengaturs when, for example,
an instance of wordplay which is especially difficto translate is omitted yet
replaced with a fresh example of VEH inserted elsaw® in the text where the
source text had no such occurrence. With regarabimo, unlike VEH, for obvious
reasons, the strategy of compensation, in whiciteam which causes translational
difficulty is eliminated, but replaced elsewhereetg occurs in the translation of
taboo, in fact, close examination of the entiresgxies, only revealed two exam-
ples of compensation (see 4.1.1.1).

The examples of taboo items in this series aegalily countless. Each
episode is packed not only with allusions and imaloe but above all with explic-
itly stated sexually related subject matter andwoeds and expressions that ac-
company it; in other words, what, to many peoplayrseem unmentionable lan-
guage, objects, and above all, practices. And ayurthere are also numerous
examples of abusive language and expletives. Spaeenot allow for the discus-
sion of every single occurrence, thus the examphesen for discussion have
been chosen firstly, for their pertinendee.(some kind of reference to explicit
sexual subject matter), but more importantly, quatedomly for their representa-
tiveness of similar examples in other episodessactbe six series.€. they oc-
curred frequently across the series).

What follows are detailed analyses of translalictrategies adopted for
naming genitalia; sexual intercourse and a rangetat have been vaguely la-
beled ‘additional sexual practices’.

4.1.1 Items related to genitalia
4.1.1.1 Male genitalia

The term which the four protagonists mostly adaptefer to the penis is either
‘penis’ itself, or more frequently, ‘dick’. Althoug the stronger term, ‘cock’ does
occur, it is quite rare. On the other hand, thentelick’ is used liberally in almost
every episode, as is the more refined term ‘pefiibus, given that in terms of
strength (and taboo) in English the three termsuo@n a hypothetical scale
stretching from ‘penis’ (neutral), to ‘dick’ (vulgg and finally ‘cock’ (very vulgar

) — although Merriam Webster defines both ‘dickdanock’ as ‘Usually vulgar
penis” (my italics) and the OED, both terms as riglgenis®, it should follow
that the dub will adopt an equivalent scale ofidtalusage. Yet, in the translation,
generally, a reference to male genitalia is eitoeed down to the termccello
(literally ‘bird’, and not as vulgar as either ‘dicor ‘cock’) or diluted even further
to the pronoun ‘it' Ho. Only twice, is either term translated with the exalian



266 Delia Chiaro

term in such circumstances, nameaigzzg and arguably, it appears to have been
inserted in a compensatory manner (Table 4)

Thus, the ltalian scale could lpene(neutral) /lo (neutral pronoun)c-
cello (mildly taboo and not especially vulgacgzzo(taboo and vulgar).

Table 3: Mitigation of items referring to male geatfia

1. ‘The Power of Female Sek'giusto scambidSeries 1; Episode 5)
Samantha’s latest lover has a small penis.

Samantha: “He has a tiny littfgenis | Samanth&e lo ha piccolissimo ma
but he knows exactly how to use it.| lo sa usare molto bene.

2. ‘Bay of Married PigsSingles & Sposa{iSeries 1; Episode 3)
Carrie is flashed by her friend’s husband; his wid@fronts him.

“Did Carrie seeyour dick in the| Carrie ti ha vistol'uccello?
hall?”

3. ‘The Awful Truth’ La verita fa male...(Series 2; Episode 2)
Miranda is using strong language to a lover whaiireg excitement throug
‘dirty talk'.

=

Miranda: “I just love having my handMiranda: Mi piace la mia mand
aroundyour cock” intorno al tuouccello.
Lover: “I love you sayingock.” Lover: Mi piace quando didiiccello.
Miranda : “Cock l... Cock ! Cock!| Miranda: Uccello!... Uccello!
Cock ! Cock!” Uccello! Uccello!

Uccello!

4.'No ifs, no ands, or but®'amore o d'accord@Series 3; Episode 5)
Samantha is talking about her Afro-American lover.

Samantha: “...he happens to have tlgamantha:..e si fa il caso che abbia

biggest blaclcock’ il piu grandeuccellonero!
Charlotte: “Afro-Americarcock !” Charlotte: Si dice grandeuccello
Samantha: “[...]in fact he has theafro-americano!

biggest, blackcock!” Samantha: [...Jnfatti ha il piu

grandeuccellonero!

Firstly, the most neutral term ‘penis’, (exampleig)significantly abated to a pro-
nominal formi.e. ‘it’, while the stronger word ‘dick’ is reduced teccello (exam-
ple 2). However, as can be seen, even when thegsiréerm ‘cock’ occurs in the
original (examples 3 and 4), it too is mitigatedutzelloin Italian. Example 3 is
supposed to be humorous in intent. Miranda repbatserm ‘cock’ five times in
order to excite her partner. But she utters thedwdth a comic, rather than sexy,
expression on her face. The teaecelloin the dub accentuates the comic effect,
although possibly for the wrong reason. Miranda\gel is aroused by the repeti-
tion of the term ‘cock’. | would argue that repeatuccellofive times, is unlikely

to create the same effect. Similarly, in exampléé,fact that ‘cock’ is colligated
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with ‘black’ and ‘Afro-American’, renders the whokxchange both more comic
and more shocking. Again, the choice of the taovelloweakens both the comic
and shock effect.

Table 4 Compensation

5. ‘The Awful Truth’ La verita fa male...(Series 2; Episode 2)
During counseling Samantha finally admits to theraipist and, to her partner, that
he has a small penis.

Lover: “Maybe youwagina’'s too big!” | Lover: Forse la tuavagina & troppo
Samantha: “What can | do...| need grande

big dick!” SamanthaChe ci posso fare...mi serye
un cazzaopiu grande!

6. ‘Running with Scissorsll momento migliore, il momento peggiof8eries 3;
Episode 11)
One of Samantha’s lovers is telling her how exciteds.

“| got a hard onjust looking at you” | Il cazzosi € rizzatosolo guardandoti

However, the translational choice of compensatiostrated in Table 4, produces
a very different effect. While the term ‘dick’ issed in the original — not the
strongest choice for denoting male genitalia inlBhg the Italian dub for once,
ignores the usual choice aoftcello and prefers the more powerfodzzo thus
compensating for mitigations (and deletions of ptieems) elsewhere in the epi-
sode (and, indeed, series as a whole). Similarlgxample 6, the colloquial ex-
pression for having an erection ‘to get a hardisrdugmented in the dub by pre-
ceding it with the stronger Italian term for thelenarganil cazzosi ¢ rizzato(i.e.
‘my cock got a hard on’).

4.1.1.2. Female genitalia

The term ‘pussy’ is usually mitigated in translatio childlike terminology. Table
5, illustrates how it is translated wiffassera— a term commonly used in central
and northern ltaly, andatatina(lit. ‘small potato’) a word used by mothers talk-
ing to little girls.

Table 5 Mitigation in the naming of female gen#ali

7.'Sex and the CityLe donne, il sesso e gli uom{i8eries 1; Episode 1)
Charlotte is trying not to name her vulva.

Carrie: ‘Pussy’” Carrie:Passera?
Charlotte: “I hate that word!” Charlotte:Detesto quella parola!
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8. ‘The Awful Truth’ La verita fa male...?(Series 2; Episode 2)
Miranda is in bed with Aaron..

Aaron: “Oh baby, | just love the wayAaron: Oh piccola, non sai quanto mi
your pussyfeels.” piace la tuapatatina

9. 'No ifs, no ands, or but®'amore o d'accord@Series 3; Episode 5)
Samantha’s lover’s sister tells her to leave hioma) Samantha puts up a figh

—

Sister: “Get your little whitgussy Sister: Tieni la tuafichetta Bianca
away from my brother.” lontana da mio fratello

Samantha: “Get yourig black ass SamanthaTieniquelculone nero

out of my way.” lontano da me

10.‘The Power of Female SeX giusto scambidSeries 1; Episode 5)
Charlotte visits the home of a famous artist td fidl that all his latest paintings
are of female genitalia.

Artist: “The Cunt!” Artist: La Fical

Artist’'s wife (to Charlotte) “I bet yoy Artist’s wife (to Charlotte):
have a beautifutunt my dear!” Scommetto che Lei ha una bellissima
fical

11. ‘Don’t ask, don't tell Nessuna domanda, nessuna rispoéderies 3;
Episode 12)

Samantha is trying on her bridesmaid’s dress, i@ short for Charlotte’s
taste.

Charlotte: “Is it my turn to ask you notCharlotte:E davvero troppo chiederti
to wear your dress around your see&i non mettere in mostra la tua ti-
you-next-Thursday?” obbedisco con-passione?
Samantha: “My what?” Samanthad:a mia cosa?
Charlotte: ‘C-U-Next...” Charlotte:..ti-obbedisco-con-
Samantha: Tuesday?” passione?

SamanthaT OPA?

Example 9 shows the word ‘pussy’ translated iithetta Now, fica is a fairly
strong term for female genitalia, and probablyrkarest functional equivalent to
‘pussy’, although, as a well known sketch by RabéBenigni demonstrates, a
series of stronger terms are to be found in redjiemaeties of Italiat’. By reduc-
ing fica to fichettathe shock factor is significantly diluted. Howevdgspite the
general raciness of the series, the term ‘cuntyy, fdr the strongest of genitalia-
related items” (Azzaro 2006: 38), is used spariragigd only to denote the organ
itself — in other words, never as a form of abWghaen a well known artist reveals
his masterpiece to Charlotte, a series of paintitggscting giant-sized vulvas enti-
tled “The Cunt” (‘'The Power of Female Sex’ SeriesEpisode 5) the effect is
both comic and startling. The translational chagcfica, an Italian term which is
in no way as strong as the English. Yet, Italiapslbave a number of highly ta-
boo equivalents such &ggna(in the area of Romejucchiacca(Naples);sorca
(Tuscany and Emilia) etc. But these terms are a&bid and quite rightly, as they
may well be recognized only by speakers of a padicregion. Nonetheless,
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translators avoid the option of the tefiga - a sort of supra-regional highly taboo
term in which a series of Italian informants claimat the ‘g’ makes all the differ-
ence (cf. fica). Thus, we appear to have another illustratiorsaif-censorship.
Throughout the series, reserved Charlotte doesismtsuch strong language, but
she frequently adopts the euphemistic expresstom G-word”. This becomes an
unheard ofQuella parola con la ‘fin translation. So, when Charlotte spells out
the letters of ‘cunt’ in the air with her fingers ahe utters “C-U-Next...” (exam-
ple 11) and Samantha adds “Tuesday?”, the resudtdisiittedly a tricky transla-
tional problem as the humorous effect is also eckdly the visuals. The word is
highly mitigated in the dub ttopa — again almost a childlike word for female
genitalia (lit. ‘female mouse’) in many parts dadlit, but considered taboo in Tus-
cany. There is no reason, apart from bowdlerization to replace it witfiga.

4.1.2 References to sexual activity
4.1.2.1 Sexual intercourse

The term ‘fuck’ is used liberally throughout therigs, often as a de-semantised
intensifier, but mostly as a verb to refer to séxnotercourse (as opposed to its
many uses as an expletive). In English, this verxtremely forceful and, admit-
tedly, finding a good solution in Italian is no gaask. However, it is normally
moderated in the dub by means of either the gedpare— ‘bonk or screw{(ex-
ample 12; Table 6) or else witarsi qualcuno— ‘have someone’ (example 14),
two adequate choices to get the meaning acrossjadking in the power of the
English verb. In example 13, Samantha says shieially ‘fucked’. The transla-
tional choice falls upon the past participle of leebfottere This choice was per-
haps an obvious one, &stuto/ais indeed etymologically very close to ‘fucked’,
and, like English, in its past participle formjstused as a vulgar way of express-
ing ‘having been deceived’ (cf. English ‘screwetlicked * etc.) and the partici-
ple is not normally used literally — although iretmfinitive, it can be arguably,
the closest in terms of register to the Englishweleer, in this context the English
term is far less ambiguous than the Italian eqaivagspecially since, in the same
utterance Samantha describes some of the posi&tmand her partner adopted
the previous night, amongst which we have ‘on htefwhich presumably refers
to cunnilingus. This is reduced ¢ facciai.e. ‘face-to-face’ missionary position.
Worthy of attention is also example 15 in which tiee ‘fuck’ is replaced (and
diluted) by farlo (‘do it") and although the same mitigation occurgxample 14,

it is different and much weaker. This is due to fénet that in the former, we have
a weak possiamo+far+lo(‘we can do it’), si+ fa+ quell+ tizio (‘has/makes (out
with) that guy’)in the latter. Finally, example 16 illustrates #ew frequent strat-
egy applied to this verb in the dub, that of delgtias ‘fucking someone back to
life’ becomes simply ‘bringing someone back to’life
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Table 6 Dubbing the verffuck’

12.‘Bay of Married Pigs'Singles & SposatiSeries 1; Episode 3)
A group of friends are playing a party game.

“...which movie stars you would like ...vecchie star del cinema che avreste
to fuck when they were young.” volutescoparequando erano giovani.

13.‘The valley of the twenty-something guy&ingle e bello?
(Series 1; Episode 4)

a) Samantha: “| am doicked. | mean| Samantha:Sono fottuta. Sono stats
literally. | have beenfucked every| scopatain tutti modi.L’abbiamo fatto
way you can beWe did it with him | con lui sopra, con me sopra e d
on top, with me on top...we did it| faccia.
on his face.”

14.'The valley of the twenty-something guys’
Samantha is talking about one of her favouritedilm

Miranda: “OK! Linda Fiorenting Miranda:Che scena! Linda Fiorentinp
fucking that guy up against the chesi fa quel tiziocontro la rete di
chain-link fence.” recinzione

15.‘The valley of the twenty-something guys’
Miranda refuses to have anal sex with her boyfriend

Boyfriend: “Do we fuck the regulan Boyfriend: Possiamdarlo nella
way?” vecchia maniera?

16. ‘Four women and a funeraBtrane opportunité&eries 2; Episode 17

Miranda: “So youucked him back to| Miranda: Stai dicendo che I'hai
life?” riportato in vita?

Volta (2005) notes an example of deletion regardaigrences to coition; the first
in ‘The Fuck-Buddy'L'amico per il sess¢Series 2; Episode 14) in which Carrie,
the narrating voice, say$Vve went back to my place for a quickie.” Which be-
comesPoi andammo a casa mia‘then we went back to my place’ eliminating
the sexual reference, as well as the omissioneofrtbrphemic use of ‘fuck’ in Mr
Big’'s catchphrase “abso-fuckin-lutely” that is ctargly reduced toassoluta-
menté (cf. Chiaro 2000b and Azzaro 2006: 47). It iscalsorth noting the mod-
eration of the title of this episode from ‘The FuBlddy’ to literally ‘friend-for-

sex’.
4.1.2.2 References to ‘additional’ sexual practices
Naming of genitalia and references to coition clamoat be considered one of the

most naive taboo features dealt with in the sehiefact, there are episodes deal-
ing with a plethora of other sexually related magach as erectile problems,
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sexually transmitted diseases and fetishisms alsasedctivities such as oral and
anal sex, sadomasochism and ménages a trios, tiiomgust a few of the prac-
tices tackled in the series. In this section wel shamine how, as for terms for
genitalia and sexual intercourse, what | have laiéhdditional’ sexual practices
are also mitigated in translation. Space only alone to discuss three of these
practices, but the strategy of mitigation in tratisi is also a constant of those not
mentioned.

a) References to oral sex
Oral sex is by far the most talked about non caitdivity in the series, with very
frequent occurrence of terms such as ‘blow johvifgy head’, ‘going down on’
and ‘eating out’. As discussed in 3.2, referenodgltatio are normally mitigated.
The same occurs with references to cunnilingus.

Table 7

‘The Freak ShowGli uomini sono tutti...strani{Series 2; Episode 3)
17.Charlotte is dating a man whose sole interesmvisgioral sex.

Samantha: “Mr Pussy...he lovesvir Micia...gli piace da morirg
going downon women. He's a legf leccarla alle donne..e incredibile g
end, he’'s amazing aating pussy’ | mangiarti la micia.

Firstly, the name Mr. Pussy is reduced to a neMiraMicia — the translation is
literal, but ‘pussy’ in Italian is monosemous ama@y denotes felines. Secondly,
‘going down on’ is replaced witkeccarla alle donne -iterally ‘licking it for
women’ which gets the message across albeit inrtaindtalian, as also occurs
with the literal translation of the phrase ‘eatpgssy’. Similarly, the terrmiciais
repeated in another collocation in translationhef item ‘clit-tease’ (Series 2; Epi-
sode 5), which becomes the nonce testuzzicamicia(literally: ‘pussy cat
teaser’).

b) References to anal sex

It would appear that references to sexual actrgtgted to the anal area are also
mitigated. When Carrie ‘talks dirty’ to her boyfinié, (cf ‘The Awful Truth’) all is
well until she tells him that she loves it when §lip my finger in your ass.” In
Italian the body part is reduced to the more pdtitaldlike?) wordsedere- ‘bot-
tom’.

Again, in the episode in which Charlotte is askgder boyfriend to par-
take in anal sex, she informs Carrie of his reqoest the phone; “He’s asked me
to have anal sex” she says. The camera homes anotwse up of Carrie’s facial
expression and she is seen drop what she is damhg@ and console her friend.
In Italian, Charlotte’s utterance is deleted. Thdiance thus just sees Carries fa-
cial expression and watches her go to her friepgighological rescue (thus sav-
ing Italian audiences from having to hear the wandl?). In the same episode,
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girls who engage in anal sex are described asHebutt girls”, utterance which
becomes the more genteglella che da via il sedere‘she who gives her bottom
away’. The term of the same regisiter culo, only occurs once.

c) References to urolagnia

An interesting example of mitigation is providedthre episode entitled ‘Politi-
cally Erect’ Politicamente Erettan which Carrie strikes up a relationship with an
eminent politician who asks her to indulge in ugolai.e. a fetish in which a per-
son obtains sexual gratification from being uridad@. Now, | would like to argue
that the original is already self-censured as thigigan couches the request as
follows: “I'll make you pee on me” which in Italiabecomes .fare la pipi
adosso.Although the term ‘pee’ is genteel and in chanagigh the politician,
presumably in such a context, the stronger terss‘pivould have been more ap-
propriate. Further alleviation occurs in the dulthvthe termpipi normally used
by small children and informally by adults. Thug tadge of the request, already
alleviated in the original, is lightened even ferthn Italian, with the effect of
turning a sexual practice into something closashitdren’s talk. In fact, the collo-
cation in Italian usually means to wet ones@f to urinate inadvertently, some-
thing which small children typically do. Furthermrspmhen discussing the subject
with her girlfriends, Carrie recounts the excuse ghve for not indulging in this
practice. In English the excuse was “I told himel'just come, maybe another
time.” A strong cut occurs in ltalian witBli ho detto, I'ho appena fatta, magari
un altra volta.” (back translation: “I told him | had just done ribaybe another
time.”) Thus, the excuse shifts from orgasm to ation, still taboo, but presuma-
bly less so.

In another episode (‘Three’s a crov@ksso a tre Series 1; Episode 8), a
reference to a ‘Golden shower’ is reducedut@ doccia di sudore #terally, a
shower of sweat. In this particular example, ihd¢ easy to ascertain whether the
mitigation is deliberate or simply a case of thenslator not knowing what a
golden shower was and thus decided to keep orafeesgle by avoiding any ref-
erence to urolagnia.

4.2 Censoring the visuals?

What emerges in this study is that although thezena cuts in the visuals, scenes
including strong sexual content are mitigated tgfoumanipulation of the lan-
guage — or rather, sounds the actors make. Althaughmants working in dub-
bing claim that bedroom scenes are alleviated kiyngethe characters to converse
about something other than sex, no examples oftaistice were fourfd How-
ever, as discussed previously, the entire tonbeoseéries is jauntier than the origi-
nal, with dubbing actors often sounding less s&apttheir original counterparts.
It would appear that the quality of heavy breathamg sexual moaning during sex
scenes is both reduced quantitatively, and in tefw®ice quality of the actors. In
a scene in ‘The Awful Truth’, in which Miranda is/ing to excite her boyfriend
by using risqué language there appears to be neareytbreathing in the original
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and her voice is lower and huskier than her Itadiier-ego. The same occurs in a
scene in which she engages in telephone sex, tieedbthe original is slightly
more sober than the dub. However, most strikinglych reduction occurs in
scenes involving Samantha, the character who is sgosially active and has the
highest number of partners. She is frequently pgeid in scenes having sex, in a
number of positions and in variety of different waylowever, while she is a
sexually active character, she is clearly alsoraic@haracter and, | would argue
that in Italian, the comedic aspect is highlighiteduch a way as to take the edge
off the sex scenes. A convincing example of thiggestion can be seen in the
episode in which Samantha engages in sex on a giRogning with Scissors’;
Potevo, volevo, dovey&eries 3; Episode 11). The screen features dréuital
nude shot of Samantha on a leather swing engagedercourse with a naked
man. They are swinging to and fro as they copubaite after a few seconds of
moaning and heavy breathing, which, is arguablyenolty in the Italian dub, the
couple fall off the swing. All we see are four legiesmbo pointing towards the
ceiling. Where the original cuts to the next s¢ehe Italian contains additional
laments of pain, followed by Samantha’s very loud aistrionic, Aii aii —
“Ouch!”. The effect is comic in both languages, blightly more so in the dubbed
version.

5. Conclusions

This paper has provided an overview of how taboutertt is mitigated through
dubbing in Italy. Although the use of censorshig baen exemplified only in one
series, namelgatG it seems that similar cuts and mitigations oéowther series
and products too (see Bucaria, this issue). Ofsm@atCis a particularly ‘racy’
series, but this is precisely why it was chosentl@ case study. In other words, if
taboo is mitigated in a series dealing with serntit is even more likely to be
moderated in a series in which it is not the primsubject matter. Nonetheless,
this discussion has simply touched upon the tiprofcebergSatCdoes not only
include sexual taboo. The series also comprisesshweferences to other areas of
unmentionable subjects such as religion and disdéseAIDS and cancer, not to
mention the profuse use of abundant swearing argingu Needless to say, men-
tion of such matters is equally manipulated (seezB@005 and Volta 2005).
Significantly, after examining the entire serie$iiler we have established
that the strategy of deletion is indeed implemeniteid mitigation which appears
to be the norm for censorship. In other words,t#i®o remains, but in a diluted
form. Furthermore, from discussions with operataes can deduce that self-
censorship is most likely to be prevalent. Tramstatnd adapters do receive some
briefing, but it seems to be vague. When all igl said done, it is the dubbing di-
rector who has the final say. A script in the #alidubbing cycle’ constantly un-
dergoes manipulation on its journey from translédodubbing actor. If a dubbing
actor feels a different utterance to the scripprisferable, he or she is free to
change it as long as the director agrees (Chiatbdoming b). Thus, it seems that
choices are in the hands of individuals who are feedecide what Italian viewers
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will or will not find acceptable. However, whethigalian audiences are as straight
laced as dubbing operators think they are, or wbkddthem to be, remains to be
ascertained.
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Filmography

Ally McBeal (1997-2002)
USA, FOX
Directed by Davide E. Kelley

Beauty and the Geek

WB and UPN

Produced by Ashton Kutcher
Jason Goldberg

Nick Santora

Big Love(2006-present)

USA HBO

Produced by Mark V. Olsen and
Will Scheffer

Buffy the Vampire Slay€t997-2003)
USA, WP and UPN
Directed by Joss Whedon

Desperate Housewivé2004-present)
USA, ABC

Directed by Larry Shaw and

David Grossman
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Girls from the Playboy Mansiof2005-present)
USA, E!
Produced by Kevin Burns and Hugh Heffner

The L Word (2004-present)

USA

Directed by Ernest R. Dickerson and
Tony Goldwyn

Nip/Tuck(2003 - present)
USA, FX Networks
Directed by Ryan Murphy

The Simple Lif¢2003 - 2005)
USA, FOX
Bunim/Murray Productions

In ltaly, popular series are normally premiéredsox and subsequently re-screened for a wider and

more heterogeneous audience when they are bougitateyowned RAI that buys these products ‘all-
inclusive’ of translation. It thus stands to reasiwat issues of censorship need to be borne in mind
well before the series arrives at RAI (Mario Paellin dubbing director and founding member of
AIDAC Associazione lItaliana Doppiatori ed Addattatori €itelevisivi[The leading ltalian associa-
tion for operators in the dubbing industry] perdar@nmunication.)

| am especially grateful to dubbing director analatjue adapter Eleonora di Fortunato for her assis-
tance in my quest in searching for the elusivechlist’ of forbidden words. Unfortunately, wheneve
she was close to finding it, she would discovet tha hard disk on which the list had been stowdi h
recently crashed or else the file had been mystsiyaleleted. Such evidence leads us to suspect the
likelihood of widespread self-censorship carrietilmutranslators themselves.

The Cast Doppiaggideam of dubbing-translators was made up of Renatei@®tto, Elisa Galletta,
Cristina Giachero, Cristina Grado, Ruggero Bus€fiila VVangelista, Tatiana Visona, Laura Bacci,
Carlo Cosolo and Cinzia De Carolis with Cinzia dedlis and Maria Fiore directing the dubbing.
CVDdubbing-translators were Orietta Regina, Rosallsali#o and Vittorio Amandola while Claudio
Capone, Solvejg D’Assunta, Cristiana Lionello, $obe Dominicis, Luigi La Monica and Renato
Cortesi directed the dubbing.

I would like to express my gratitude to Luigi La Noa for dedicating his time to enlightening me on
the hitherto untold norms regarding censorshiéltalian dubbing industry.

In ltaly, it is not at all unusual that one singkerson to be responsible for more than one paheoén-
tire dubbing process. In other words, within thegaiss of dubbing a single product, the dubbing-
translator may also act over the voice of one efdhginal characters; a dubbing-actor may alsthbe
dubbing director and so on. Chiaro has labeledadpes covering more roles in the process of dubbing
a single product “polyvalent figures” (Chiaro fortiming b).

I would like to thank Roberta Pifferi for the infoation she so willingly supplied.

“Allora, riguardo alla sua domanda, non vi € unapbsta precisa. Le battute sul sesso, cosi come le
parolacce, vengono trattate diversamente di vaitadlta. Le istruzioni in merito ci arrivano
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direttamente dal canale che commissiona il program@i capitano serie, come ad esempio "The
Simple Life" o " Beauty and the Geek" o "Girlsnfrthe Playboy Mansion" o mille altre, in cui ci
viene permesso di lasciarle cosi come sono, areliedulcorazione € sempre preferibile. Ci sono
altri casi, il piu eclatante dei quali mi & capieahon piu tardi di un mese fa ("Extreme Russiad'Gui
gli adattatori come me devono trasformarsi in AUT@Rventarsi completamente battute intere per
censurare i riferimenti al sesso. Una fatica..ilmel di massima, comungue, € il canale che ci da il
TARGET a cui puntare e, in base a questo, le raddtitruzioni per trattare i punti piu problematici
Se dovessi fare un bilancio, le direi che il pillelgolte le allusioni si conservano mentre le bt
piu esplicite, a volte anche grevi (gli americaons maestri in questo!) vengono eliminate

For detailed discussions of dubbese see AntonthiGiniaro (forthcoming).

Needless to say, ‘vulgarity’ is in the eyes, eard personality of the beholder. My hypotheticalsca
appeals to the common sense of where and wherteunk would be used.

In 1983, during a live program broadcast by RARrftastic, Roberto Benigni lists 19 different
terms for female genitalia.

Eleonora Di Fortunato, personal communicatithis alleged practice was also denied by Luigi La
Monica.



