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Much attention has recently focused on how a lagguahapes its
speakers’ identity in multi-ethnic contexts of ratgion, where linguistic
identities are constantly open to renegotiationcamstruction and
reinterpretation. Multicultural films prove to bene of the most apt
means of representing the richness and complexity real-life
multilingual realities within which code-switchirngays a crucial role.
This paper sets out to investigate the conversatidanctions code-
switching fulfils in two British and two Americanulticultural films:
Bend It Like Beckham (Chadha, 2002), Ae Fond Kismgh, 2004),
Spanglish (Brooks, 2004) and Gran Torino (Eastwda@8). In these
films code-switching is crucial both to plot deysient and to the
bilingual immigrants’ characterisation. It is theina of this article to
establish a specific socio-linguistic and pragmatiamework within
which code-switching in films can be studied. Thalysis will involve a
thorough study of the film scripts and a comparibetween the original
and the Italian dubbed version with a view to exang the translation
strategies of the different types of code-switchirige focus will be on the
scenes where code-switching emphasises the cogppasions of the
world held by first- and second-generation immidsann an attempt to
point out which functions of code-switching are acaed in the Italian
version and which are lost in translation. It wéllso be shown what can
be achieved by both dubbing and subtitling in temhgranscultural
transmission in conveying the “translanguaging sga@Wei, 2011, p.
1222) the immigrant characters live in.

1. Multilingualism on the screen

As cross-cultural encounters intensify through edign and intensified
globalisation, much attention has recently focusadexploring how a
language shapes its speakers’ identity in the oulitiral and

multilingual interactions (Carter, 2004) which airreasingly being
represented in contemporary British and Americémsii Indeed, these
often devote their attention to language use witmulti-ethnic

communities in the United Kingdom and the Unitedt& where code-
switching proves to be a crucial linguistic process
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Starting from these observations, the present pap&r out to
investigate the conversational functions code-$witg fulfils in
particular in two British and two American multitutal films and their
Italian dubbed version®end It Like BeckharfChadha, 2002)Ae Fond
Kiss (Loach, 2004), Spanglish (Brooks, 2004) andGran Torino
(Eastwood, 2008), where multilingualism is at tleeecof the characters’
discourse practices and code-switching is instriuatehoth to plot
development and to the bilingual immigrants’ ché&gdsation (Wabhl,
2008). The authentic strength of the films’ dialeguies in the instances
of code-switching that occur when the British/Arcan and the
immigrant characters — be they PakistaniAm Fond Kissand Bend it
Like BeckhamMexican inSpanglishor Hmong inGran Torino— interact
with each other. Their communicative exchangefialiy represent the
distinguishing linguistic traits characterising Ibothe British-Asian
communities living in the United Kingdom and the bimg and Mexican
communities living in the United States.

In designing a specific socio-linguistic and pragm&ramework
within which code-switching operates in audiovispabducts, the film
scripts are analysed, looking contrastively atttheslation strategies of
the different types of code-switching in both thigimal and the Italian
dubbed versions. In the process, a parallel is nlitae@tween the diaspora
identities of the films’ immigrant characters arnge tnew forms of
dubbing recently adopted to convey the “translagmg space” (Wei,
2011, p. 1222) they live ih.

2. Multilingualism, code-switching and screen translation

What seems to emerge first from an analysis offithes’ dialogues is

that, in the multiracial communities they portrégguistic variation and
linguistic choices appear to be affected by botHibdmte and

unconscious allegiance to community-specific betaral, cultural and
social norms. Thus, neither English nor PunjabiffggidHmong serve as
the Pakistani/Mexican/Hmong community’s lingua franbut, rather,
language uses and preferences are distributedrisraen and age, with
first-generation immigrants to the UK/USA typicallypreferring

Punjabi/Spanish/Hmong in informal situations witther members of
their community and their UK/USA-raised childrerefarring English.

The characters therefore express their bicultudaintity through a
symbolic use of linguistic variation, showing ttiaé multilingualism of

autochthonous groups, not actually relevant to tmalcrequirements, is
nonetheless important as an act of self-identificatAuer, 1998, 2005;
Auer & Wei 2007, p. 469). As a matter of fact, ttempeting visions of
the world held by the two generations are illugiaby means of the
juxtaposition of linguistic codes across convewsal turns: language
plays the part of an “emotional cement” in own-graacognition and in



Italian dubbing of code-switching in British and &ntan films 137

the determination of in- and out-group boundaridir¢y & Muysken,
1995, p. 23).

This leads us to observe that different sets ditsignd obligations
are implied by the use of Punjabi/Spanish/Hmongthenone hand, and
English on the other, within the interactions betwdirst- and second-
generation immigrants. This shows code-switching b a crucial
linguistic symbol of the generational gap aroundchtthe films’ plots
mainly revolve. Indeed, whereas first-generatiormigrants carefully
cultivate their home cultural values and tend tantaén the we-code
(Auer, 2007) in their conversational exchanges,oségeneration
immigrants generally converge to the British/Amarnic linguistic
background, accommodating to and using their Emgimgerlocutors’
they-code (Auer, 2007) while recurrently adopting code-swihg to
express linguistically their moral and culturalesiima (Myers-Scotton,
1993). This is a crucial aspect to be taken intosieration also in the
ltalian translated versions of the films. Theseesgitally adopt both
dubbing and subtitling as well as other forms ah#lation (Heiss, 2004)
in order to fulfil specific expressive and refeiaht functions
(Bleichenbacher, 2008), thus preserving the importaspects of
multilingualism in the originals.

Several different types of code-switching are uisethe original
versions of the films’ dialogues: 1. turn-spectimde-switching occurring
between the turns of different speakers in the ewsation; 2.
intersentential code-switching occurring betweemtesgces within a
single turn; and 3. intrasentential code-switchowgurring within the
same sentence, from single-morpheme to clause (@gtrs-Scotton,
1993, p. 4). Turn-specific and intersentential shas seem to be
particularly prominent especially in the speech fokt-generation
immigrants: it is among them that we find the miyejuent cases of
code-switching as an essentially unmarked choised to emphasise the
common speaking community they belong to, thusticrgan immediate
in-group identity with one another. As already named, intrasentential
code-switching occurs, when Punjabi/Spanish/Hmomgdw are cited,
especially by the younger members of the multiethcommunities,
within conversational exchanges carried out in Bhglwith the aim of
evoking specific traditions and beliefs related ttweir background
heritage. Code-switching therefore proves to begir#l to the films’
meaning, establishing the same “we—they” dichotoimgt has been
shown to be at work in many spontaneous code-siwgcdiscourses
within real multilingual communities.

2.1 Dubbing turn-specific and inter sentential code-switching

Notwithstanding these important theoretical notjorthe Italian
filmmakers’ traditional tendency to adhere to tleemns and ideologies of
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monolingualism (Bleichenbacher, 2008) has often tedil recently, to
the recurrent elimination of thee-codethrough dubbingWith regard to
the films’ objects of our study, it is in particulan Ae Fond Kissand
Bend It Like Beckhanthat dubbing tends to domesticate the sense
otherness mainly provided by turn-specific and rsgatential code-
switching as thave-codeis mostly translated into Italian. lAe Fond
Kiss the plot revolves around the relationship betw€asim Khan, a
second-generation Pakistani working as a DJ indgglasand Roisin, an
Irish Catholic schoolteacher, and highlighting tiash of cultures and
personalities that arises when their relationship discovered.
Domestication can be observed in a conversatiowdsst Rukhsana’'s
and Amar’s parents when they talk about the arrdmgarriage between
their childrenBend It Like Beckhartells the story of 18-year-old British-
Asian Jess Bhamra, who, grown up in the westernrbslof London in a
family of tradition-bound Sikh immigrants, joins ethlocal women’s
soccer team and falls in love with her white coatdspite her parents’
grounded roots and the conventional plans they faveer future.

In the excerpts from the films, the name of therabir speaking
is followed by the transcription of the dialoguetlie original version, the
transcription of the dubbed Italian dialogue anbaak-translation into
English of the Italian dubbed version given in lets. The sentences in
square brackets and in Italic type refer to the liEhftalian fixed
subtitles appearing at the bottom of the screenwsmed to convey the
meaning of the spoken exchanges maintained in Bifgganish/Hmong;
when the indication [Punjabi] / [Hmong] / [Spanisig)pears in square
brackets it means that Punjabi/Hmong/Spanish armtanaed at the
spoken level with no subtitles conveying their megnin either the
original version or the Italian dubbed version.

Example 1: Mrs Khan talks to Amar’'s mother

Mrs Khan

Rukhsana teaches the community aerobics. Alwaysciskey.
Look at her figure!

Rukhsana si occupa anche attivamente della comuhitegna
aerobica qui vicino. Si esercita in continuazioi®atti guardate
che bel corpo le e venuto.

= [Rukhsana is also actively involved in the comitunShe
teaches aerobics not far from here. She’s alwagscesing; look at
her beautiful body.]

Amar’s mother

[Punjabi: He did a Ph.D. at Boston University. Now Molecular
Biology at Manchester.]

E poi ha fatto il master all'Universita di Bostoidesso €
diventato ricercatore all’Universita di Manchesteproprio in
Biologia Molecolare.

of
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= [And then he did a Ph.D. at Boston University. ldenow
researcher at Manchester University, in Moleculiatdg)y.]

Mrs Khan

[Punjabi:You're lucky. God gave you a good boy.]

Siete molto fortunati. Dio vi ha dato un ragazzernu di talento.
= [You're really lucky. God gave you a very talethteoy.]

In the original version the dialogue in which thkeles generation is
discussing the values and principles at the cor¢heir socio-cultural
background is entirely in Punjabi with open suesitin English, whereas
in the Italian version Punjabi is replaced by staddspoken Italian, thus
lessening the film's original emotional impact amehding to the
suppression, in the ltalian dubbed version, ofrthatilingualism in the
original film.

Owing to elimination of theve-codethrough dubbing, the Italian
versions also rarely show psychological distancevéen first- and
second-generation immigrants (Bleichenbacher, 2008his is
particularly obvious irAe Fond Kisswhen Casim finds the courage to
tell his mother that he cannot marry Jasmine as helove with an Irish
girl. Whereas Mrs Khan speaks only Punjabi, weecodethat has to be
used when it comes to family matters, Casim corsducbst of the
conversation in Punjabi, thus initially conforming his mother's
linguistic code, but then, towards the end, he dweis from Punjabi to
English.

Example 2: Casim talks to his mother

Mrs Khan

[Punjabi:You know what your father is like. Tell me, whatfeng
with you. You haven’t spoken to me for months. YWani tell your
mom?]

Lo sapete come la pensa vostro padre. Ma che c@s@asa ti
succede? Non parli con me da mesi. Che cos’hairdai?iPerché
non parli? lo sono tua madre.

= [You know what your father thinks. But what's thtter with
you? What's wrong with you? You haven't spoken te ffor
months. What do you have to tell me? Why don’t gpeak? I'm
your mother.]

Casim

[Punjabi:She speaks the truth.]

Tahara ha ragione

= [Tahara is right.]

Mrs Khan

[Punjabi:What truth? You tell me.]

Lascia perdere Tahara, voglio sapere che cos’hai tu

= [Don't listen to Tahara, | want to know what'somg with you.]
Casim
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[Punjabi:l can’t do it]

Mamma, non posso farlo

=[Mom, | can’'t do it.]

Mrs Khan

[Punjabi:What}

Che cosa?

= [What?]

Casim

[Punjabi:l know you’re preparing things for me.]

lo lo so tutto quello che state facendo per me

= [I know what you are doing for me.]

Mrs Khan

[Punjabi:What can’t you dg?

Che cos'é che non puoi fare?

= [What is that you can’'t do?]

Casim

[Punjabi]

Non posso

=[l can't]

Mrs Khan

[Punjabi]

Che cosa?

= [What?]

Casim

[Punjabi:l can’t get married|

lo non posso sposarmi

= [l can’t get married.]

Mrs Khan

[Punjabi:How can | tell your aunt no#}

Eh? Che gli dico a tua zia adesso? Sembravi cagieca

= [What? What do | tell your aunt now? You seemetappy.]
Casim

| can’t go ahead with it, mom.

Non posso farlo

=[lcan’tdoit.]

Mrs Khan ((crying))

[Punjabi: This is not good. What will Jasmine do? This witise
us.]

Non ci si comporta cosi. E Jasmine che cosa fa@a¥drgogna
cadra su di nai

= [You can’t behave like this. And what will Jasmido? This will
shame us.]

Casim ((crying))

I'll sell the car. I'll give you all the money badkr the extension. |
can't go ahead with it.
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Vendero la macchina, vi ridaro tutti i soldi cheed® speso per la
casa, ma non ce la faccio

= [I will sell the car, I'll give you back all themoney you spent for
the house, but | can't do it.]

In the original version, the maintenance of tureesfic code-switching
has crucial sociolinguistic implications with redaio the generational
clash and, in particular, the relationship betweenther and son. Indeed,
the first part of this emotionally intense exchamgacerns the choices
Casim’s parents made for him and therefore reqtimesise of Punjabi as
the language encoding the Indian traditions acogrdd which these
choices have been made. On the other hand, thendsquart of the
conversation is about the choices Casim intendsatice independently of
his family, which take him away from his socio-cumél background and
lead him to express his adherence to Western goeisb from a
linguistic point of view. Thus, using English iswmbol of his new life as
a Westerner. But code-switching’s emotive functi@s been lost in the
Italian dubbed version, which is monolingual andtredises the original
socio-cultural implications concerning the relasbip between Mrs Khan
and Casim.

In bothAe Fond KissandBend It Like Beckhanthe elimination of
spoken Punjabi sometimes leads to a lack of coberém the Italian
translation of thewve-code This can be seen in many excerpts frAm
Fond Kiss(Example 3) andend It Like BeckharfExample 4):

Example 3: Casim talks to Amar and Mrs Khan
Casim to Amar

[Punjabi] Are you doing okay?
Ciao!

= [Hello!]

Amar

Fine.

Ciao!

= [Hello!]

Casim

[Punjabi]

Come va, tutto bene?

= [How are you, everything fine?]
Amar

[Punjabi]

Bene, grazie

= [Fine, thanks.]

Casim to Mrs Khan

[Punjabi]

Ciao, mamma, eccomi.

= [Hi mom, I'm here.]
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Mrs Khan

[Punjabi]

Oh, ben tornato. E andato tutto bene?

= [Oh, welcome back home. Everything all right?]
Casim

[Punjabi]

Tutto bene, grazie. Che la pace sia can te

= [Everything fine, thanks. Peace be on you.]

Example 4: Teet's mother talks to Teet’s father

Teet's mother

[Punjabi]

Andiamo

= [Let’'s go.]

Teet's father

Look, we're not trying to cause trouble. It's jukat, well, we felt
it our duty to tell you and now it's a matter fayyr own family.
Noi non vogliamo creare problemi, ma abbiamo ritennostro
dovere dirvelo

= [We don’t want to cause troubles, but we felbur duty to tell
you.]

Teet’'s mother

[Punjabi]

Su, lascia stare

=[Come on, leave it.]

Teet's father

[Punjabi]

Ora la cosa riguarda la vostra famiglia

= [Now the issue concerns our family.]

Examples 3 and 4 show that, whereas in some ofotlggnal scenes
spoken Punjabi prevails, its English translation oisitted and the
meaning is left to the imagination of the audiertbe, Italian dialogues
eliminate thewe-codeand clarify the conversation’s contents through
explanatory sentences, although in many cases nmeot@ay with any
degree of certainty whether such sentences arevadeni to what is
actually said in Punjabi or not.

2.2. Equivalence: intrasentential code-switching maintained

Whereas most of the cases of turn-specific andrsetgential code-
switching in the films under investigation tendo® dubbed into Italian, a
different translation strategy, or non-translati@generally adopted in
the cases of intrasentential code-switching, padity that used by
second-generation immigrants quoting Punjabi/SpéAimong words to



Italian dubbing of code-switching in British and &ntan films 143

evoke specific socio-cultural, religious as well @ginary traditions of
their home country. They thus engage in double tijerpractices
simultaneously, an aspect that is usually founiith the original and the
Italian dubbed versions. I1Bend It Like Beckharthis can be observed
when the characters talk about typical Indian food.

Example 5: Jess talks to her mother

Jess

Anyone can cookaloo gobi? but who can bend a ball like
Beckham?

Tutte possono cucinaraloo gobi,ma chi tira in porta come
Beckham?

= [Anyone can cookaloo gobj but who can bend a ball like
Beckham?]

Example 6: Mrs Bhamra talks to Pinky

Mrs Bhamra

Chicken, lamb ... Ancpaneer tikke& We'll show them, we’re not
poor people!

Pollo, agnello ... e anchpaneer tikkaGlielo faremo vedere. Non
siamo mica poveri, no? Allora ...

= [Chicken, lamb ... and algmaneer tikka We’ll show them. We
are not poor people, aren’t we?]

Example 7: Mrs Bhamra talks to her daughters Jed$aky

Mrs Bhamra

Ah, my mother chose all my twenty-one dowry suitgsilf. |
never once complained. You girls are too spoiltwiNion't forget
my dhania* four bunches for a pound and more carrots, |
makingachar®

Mia madre scelse lei tutti i ventuno vestiti debmbrredo e non
mi sono mai lamentata. Voi due siete troppo vizi&enon vi
scordate il miodhania quattro mazzetti per una sterlina, e un po’
di carote, devo farachar.

= [My mother chose all my twenty-one dowry suitgddnnever
complained. You two are too spoilt. And don't fargey dhaniag
four bunches for a pound, and some carrots, | tamakeachar]

m

Example 8: Jess talks to her parents
Jess

Bring me back somkngar?®
Portatemi un po’ dlangar.

= [Bring me back somkangar]
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Example 9: Pinky talks to her aunt

Pinky

Yes,massiji Mum’s making thesamosas.

Si, ma certo. Mamma preparasamosa.

= [Yes, of course. Mum is making tsamosa$.

Example 10: Mrs Bhamra talks to Jess

Mrs Bhamra

What family will want a daughter-in-law who can ramound
kicking football all day but can't make rourzhapattis® Now
exams are over, | want you to learn full Punjaloingir, meat and
vegetarian!

Quale famiglia vorrebbe una nuora che corre tuttogiorno
appresso a un pallone ma che non & capace di cxecleachapati?
Adesso che hai finito gli esami, imparerai a cucmadutto un
pranzo Punjabi, sia carne che verdural

= [What family would like a daughter-in-law who mumround a
kicking football all day long but can't mak#hapatti® Now that
you've finished your exams, you will learn how took a full
Punjabi dinner, both meat and vegetables.]

As can be seen in Examples 5-10, the Punjabi wareskept in the
English-language dialogues and also maintainetigntalian dubbing. It
seems plausible to assume that this is due to rdreslator's aim to
faithfully adhere to the original version’s attempgb represent
multilingual discourse practices; and this alsofililcode-switching
socio-linguistic and pragmatic functions.

Similarly, in Ae Fond Kissthere are many references to Indian
culinary traditions, whose relevant Punjabi defimis are maintained in
Italian, as when Casim offers Roisin sogiab jamin a popular dessert
in India and Pakistah:

Example 11: Casim talks to Roisin
Casim

Here you go, Miss Hanlon.

Ecco a lei, signorina professoressa.
= [Here you are, Miss professor.]
Roisin

Ooh, lovely!

Oh, che bello!

= [Oh, how nice!]

Casim

Glab jaminand ice cream.

Glab jamincon il gelato

= [Glab jaminwith ice cream.]
Roisin
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Glab jamin.

Glab jami?

= [Glab jami?]

Casim

No, glab jaminand ice cream.

No, si diceglab jamincon gelato

= [No, you sayglab jaminwith ice cream.]

The maintenance of intrasentential code-switchingltalian is also
related to the fact that second-generation immigraften adopt English
as a metalanguage to talk aboug-codeexpressions imbued with socio-
cultural and religious connotations related to rtheEickground heritage.
In Ae Fond Kisswhen Rukhsana tries to convince Roisin to syituvith
Casim, she uses English, the language she shattesRwisin; but she
also uses the Punjabi woidzat when she refers to the principle of
preserving family honour at any cost:

Example 12: Rukhsana talks to Roisin

Rukhsana

See, we have this concept called, elwaat, which | guess is
family honour, and that's really important to-toopée. And my
parents all their life have worked very very hasdnaintain that,
to keep that, and they've built up respect andttius the
community. And what-what Casim has done has bégitaken
that away.

Noi abbiamo un codice, che chiamianizzat Piu o meno
corrisponde all'onore familiare, e questo & mottgortante per la
nostra gente. | miei genitori, per tutta la vitaarino lavorato
molto duramente per conservarlo e rispettarlo, e ssno
guadagnati la stima e la fiducia della comunitaqiello che ha
fatto Casim ha vanificato tutto.

= [We have a code, which we cedrat It more or less corresponds
to family honour, and this is very important forrqueople. My
parents have worked hard all their life to maintaid respect it,
and they've gained the esteem and trust of the aomiyn E what
Casim did has taken everything away.]

The Punjabi wordzzatis used in the original version and in the Italian
translation as it has no corresponding Englishvedent and the concept
it implies exists only within Rukhsana’s culturefpage.

Casim himself uses intrasentential code-switchirigenwquoting
the Punjabi ternzakah which refers to a specific Islamic duty. This is
maintained in both the source and the target laggjua
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Example 13: Roisin talks to Casim

Roisin

So, | suppose then you believe that the Archangdiri@l, in a
cave, whispered the word of god, word by word Miwhammed’s
ear.

Allora suppongo che tu creda che l'arcangelo Gdbrim una
caverna, abbia sussurrato a Mohammed la legge di, [Parola
per parola

= [Now, | suppose you believe that the Archangebi@d in a
cave, whispered to Mohammed the law of God, word/bgd.]
Casim

Exactly. There’s still so much I'm proud of. D’ycknow what
zakahmeans?

Esattamente e ci sono molte altre cose di cui fao. Sai cosa
significazakah?

= [Exactly and there are many other things I'm pr@i. Do you
know whatzakahmeans?]

((Roisin shakes her head))

Casim

It's when you give a percentage of your incomeh® poor. My
dad, still to this day, gives exactly to the petmgpsylum seekers.
E quando dai una percentuale dei tuoi averi ai powdio padre
ancora oggi devolve ai senza tetto una parte dei guadagni

= [It is when you give a percentage of your incdméhe poor. My
father still to this day gives a part of his incomeethe asylum
seekers.]

In Spanglish whose main character is Flor Moreno, a Mexicarylsi
mother who moves to the United States with her drgCristina and
works as housekeeper with a well-off family in Lésgeles, the
instances of intrasentential code-switching areagsweproduced in the
Italian version. Example 14 illustrates the uséhef Spanish worbBarrio,
meaning district or neighbourhood. In the filmgafers to Carbon Beach,
the highest-value beach neighbourhood on the Eacidiast where Flor
and Cristina spend the summer months at the Claskys

Example 14: Deborah talks to Flor

Deborah

Oh come on, it's ... There’s no buses from herdmehThere's no
question. Double come on. Tharrio, Carbon Beach, thiearrio,
Carbon Beach.

Bé ma dai, € ... non ci sono autobus da casa sud.a\gua c'é
discussione. Ti prego, ti straprego. Voglio didebarrio, Carbon
Beach, ilbarrio,Carbon Beach
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= [Oh come on, it's ... there are no buses from ymuse to here.
There’s no question. Please, double please. | nibarbharrio,
Carbon Beach, thiearrio, Carbon Beach.]

Example 15 below focuses on the werdyreido

Example 15: Flor talks to John and Cristina tratesl@or them
Cristina

A name for the action, what you did.

Un nome per l'azione, per quello che ha fatto
= [A name for the action, for what he did.]
Flor

[SpanishEngreido]

[SpanishEEngreido]

John to Cristina

Oh, boy,engreidais gonna be rough.

Oh mammaengreidani sa che e tosto

= [Oh my God, | thinkengreidais rough.]
Cristina

Smug!

Prepotente!

= [Smug!]

The Spanish word is uttered by John, who doesttitzdly know Spanish,
during a crucial discussion with Flor, who speakdydSpanish. It is
preserved in Italian to convey the anger which atigrises the dialogue.

2.2.1 Code-switching in forms of address and greetings

Intrasentential code-switching is also maintained Italian when
immigrant characters address each other usmgodewords. These are
mainly affectionate terms of address, implying $hentaneous use of the
we-codeas the linguistic correlative of the concepts &miily” and
“home”. In Bend It Like BeckhanMrs Bhamra often addresses Jess, her
youngest daughter, using the Punjabi expres€ibnChi Chi literally
meaning “little finger”, which is to be found in thoversions:

Example 16: Mrs Bhamra talks to Jess
Mrs Bhamra

Chi chi chi Cigarette! [Punjabi]

Chi chi chi Sigaretta [Punjabi]

= [Cigarette!]

Example 17: Mrs Bhamra talks to Jess
Mrs Bhamra
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Chil We're going to pray to God to give you both sensa# bring
back food for you! [Punjabi]

Chi, noi andiamo a pregare Dio che le dia un po’ di busenso
non certo a prendere da mangiaf@unjabi]

= [Chi, we are going to pray God to give her some goodes@ot
at all to take something to eat!]

Another Punjabi word that adults use when addrgsgirir children is
putar, meaning “son, boy”, whereas children addressingults
recurrently usenassiji whose literal meaning is “aunt”, as can be seen i
Bend It Like Beckhanmvhen Jess and Pinky meet Tony and his mother:

Example 18: Tony’'s mother talks to Pinky

Tony’s mother

Aha. May God give you and your husband an endleppihess!
And pray for me, that | get a lovely daughter-im+lake you for

my Tony, uhputar?

Ah, ah! Possa Dio mantenere te e tuo marito nedlicifa piu

infinita. E prega per me che io possa trovare un@m come te
per il mio Tony. Ahputar?

= [Ah, ah! May God preserve you and your husbanthé& most
neverending happiness. And pray for me that | gahd daughter-
in-law like you for my Tony. Ahputar?]

Tony

Mum!

Mammal!

= [Mum!]

Pinky

Ah, thank youMassijit OK, bye eh.

Oh, grazie Massiji,arrivederci, eh

= [Oh, thanksMassiji, good-bye, eh.]

Also in this case the two Punjabi worgatar and Massiji, used in the
original version, are maintained unaltered in taédn version.

A similar instance can be observed in the followaxgerpt from
Ae Fond Kiss

Example 19: Casim talks to Roisin
Casim

You're akhotee

Sei unakhotee.

=[You are &hotee]

Roisin

A khote@ Is that a compliment?
UnakhoteeE un complimento?

= [A khote® Is it a compliment?]
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Casim

A lovely little khotee

Una piccola dolc&hotee.

= [A sweet littlekhoteg]
Roisin

Ah.

Casim

Do you know what you are?
Anzi, sai cosa sei?

= [Or rather, do you know what you are?]
Roisin

What?

Cosa?

= [What?]

Casim

A durdou.

Unadurdou.

= [A durdou.]

Roisin

Durdouw? What's that?
Unadurdou?E cos'&

= [A durdow? And what is it?]
Casim

Frog.

Una ranocchietta

= [A little frog.]

Here Casim compares Roisin first t«f@otee(a butterfly) and then to a
durdou (a frog), two Punjabi lexical items commonly usesipet names
whose presence, in both versions, is symbolicaCagim’s attempt to
share with Roisin some aspects of his Pakistatum@llheritage.

2.3 Code-switching and open subtitles

As we have observed so far, different translativategies have been
adopted in the cases of code-switching when usecitwer first- or
second-generation characters in specific communéattuations. When
important family matters are at stake, especiallyAé Fond Kissand
Gran Toring the original spokenve-codetends to be used in the oral
exchanges in both the original version and théahadlubbed version and
to be translated through open subtitles (in thdoddhg examples
indicated in shquare brackets, Italic type) accuydito specific
explicitation and replacement strategies (Bleiclaehler, 2008).
In Ae Fond Kiss this can be noticed when the conversations

revolve around the etiquette and protocol of areangharriages between
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the descendants of two chosen families. Thus, wherkKhans meet the
family of Rukhsana's future husband Amar, the ofglgrerations choose
Punjabi as their linguistic code in order to cremteimmediate in-group
identity with each othel®

Example 20: Mr and Mrs Khan talk to Amar’s parents

Mr Khan to Mrs Khan

[Punjabi] [On you gq

[Punjabi] [Prego, card]

= [Please, dear.]

Mrs Khan to Amar’s parents

[Punjabi] [Peace be on you! Are you all right? Find the hoOs&?
Sorry about the mess. Son, go with Auhtie

[Punjabi] [Che la pace sia con voi. Come state? Che ve ne pare
della casa? Scusatemi per il disordine. Portali wer}

= [Peace be on you. How are you? What do you thimbut the
house? Sorry for the mess. Take them inside]

Mr Khan to Amar’s father

[Punjabi] We're building an extension here. When it's doti#, i
look fine.]

[Punjabi] [Abbiamo terminato il giardino e stiamo lavorando
all'estensione della casa. Una volta finito saraltodello.]

= [We have finished the garden and we'’re buildihg tiouse
extension. Once done, it'll look really fihe

As Example 20 shows, the Italian version maintaipsken Punjabi to
stress the importance of the Muslim tradition ofanged marriages
between the descendants of two chosen familieseebhd arranged
marriages allow Pakistanis in Glasgow to strengtieswith their own
background community also from a linguistic poiftview, as they use
code-switching when talking to one another. Theciatufunction code-
switching has of building and maintaining interperal relationships
among families of a bilingual community sharing #zne ethno-cultural
identity is thus preserved.

Similarly, in both versions ofGran Toring many sentences in
Hmong, uttered by first-generation immigrants witfiamiliar contexts,
are conveyed by means of open subtitles, as caediein Examples 21
and 22:

Example 21: Phong talks to a Hmong man

Phong

[Hmong] [I'm just so broken-hearted. | want my daughterital f
another husband. If she married again, there wdigda man in
the housé.

[Hmong] [Sono davvero addolorata. Mia figlia deve trovare un
altro marito. Se si risposa ci sara di nuovo un @amcasal
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= [I'm really broken-hearted. My daughter shoulddfianother
husband. If she marries again, there will be a mathe house
again.]

Man

[Hmong] [What about Thao? The man of the house is righether
[Hmong] [Ma c’é Thao, no? Eccolo li 'uomo di cafa

= [But there’s Thao, isn't there? He is the mathefhouse.]
Phong

[Hmong] [Look at him washing dishes. He does whatever iigrsi
orders him to do. How could he ever become the ofathe
house?]

[Hmong] [Guardalo, lava i piatti. Fa tutto quello che glidina la
sorella. Come potra mai essere 'uomo di cdsa?

= [Look at him, he washes the dishes. He doeshatl liis sister
orders him. How could he ever be the man of thesé®p

Man

[Hmong] [Be patient, once he’s older he will be the manhef t
house]

[Hmong] [Vedrai, quando sara piu grande diventera 'uomo di
casa]

=[You'll see, once a bit older he’ll become themud the house.]
Phong

[Hmong] [No way]

[Hmong] [Figurati.]

= [No way.]

The film centres on the character of Walt Kowalski,Korean War
veteran who meets his new Hmong neighbours anduglistdbvercomes
the prejudices and ethnocentric beliefs that aténgeinvolved in their
life. In this scene, Walt attends a Hmong birth ecgony at his
neighbours’ house, where all the older Hmong sp#adr native
language. When Phong, the family grandmother, tatksa relative
complaining about her nephew, Thao, Hmong is maathin the oral
exchange and its meaning is clarified through #ebtiin the original
version of the film.

Example 22: Kor Khue talks to the family

Kor Khue

[Hmong [Today is a blessed day for a child is born. | ofterd to
nurture this child’s body. | offer clothing to peat this child’s
flesh. The child is blessed with a mother and fattd, spirit of
this child return home and do not wander anymore.]

[Hmong] [Questo & un giorno benedetto perché é nato
bambino. Offro cibo per nutrire il corpo di quesiambino. Offro
vestiario per proteggere il corpo di questo bambithdbambino ha
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il dono di una madre e di un padre. Oh, spiritogdiesto neonato
torna alla tua casa e non vagare oltre.]

= [This is a blessed day as a child is born. Iroféed to feed this
child’s body. | offer clothing to protect this ctiié body. The child
is blessed with a mother and a father. Oh, spirihis child return
home and do not wander anymore.]

Whole family

[Hmong [Come home, spirit and soul, come hdme

[Hmong] [Vieni a casa, spirito e anima, vieni a cgdsa

= [Come home, spirit and soul, come home.]

Here, the ritual of a birth ceremony in Hmong perfed by the family
Sciaman is translated in both the original andtidiean dub through open
subtitles, thus conveying crucial information abth# Hmongs’ socio-
cultural and religious beliefs.

2.4 Code-switching left untrandated

Different translation choices regarding code-swiigitan be observed in
Bend It Like Beckham, SpangliahdGran Toring where some instances
of spoken Punjabi, Spanish and Hmong are left oslaéed in both
versions.

In Bend It Like Beckharapoken Punjabi is preserved when used
for general comments and exclamations as well aagléamily disputes
between first- and second-generation immigrantgalticular, in typical
mother—daughter conflicts, the mother uses Puitgatbiard off authority
challenges from her daughter (Hua, 2008). This lacapeech pattern
can be observed in many exchanges between Jeddrar@hhmra, often
code-switching from English to Punjabi to strengthibe power she
wants to exert over her daughter:

Example 23: Mrs Bhamra talks to Jess

Mrs Bhamra

Jesminder, you get back home now! [Punjabi] Jesenjnare you
listening to me? [Punjabi] Jesminder, have you goad? [...]
Jasminder, torna subito a casa. (Jasminder, go hame!)
[PunjabilMa mi stai a sentire?

= [But are you listening to me? [Punjabi] Jasmindera sei
impazzita? [...] Jasminder, but have you gone mad?]

Example 24 Mrs Bhamra talks to Jess
Jess

No, it's too tight. | want it looser.

E troppo stretto. Lo voglio comodo.

= [It's too tight, | want it looser.]
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Mrs Bhamra

Dressed in a sack, who's going to notice you, HBumjabi]
Se ti metti un sacco, quale ragazzo ti notgfijabi]

= [If you put a sack on, what boy is going to netiou?]

Example 25: Mrs Bhamra talk to Jess

Mrs Bhamra

You've ruined your sister’s life! [Punjabi] Happpw?

Hai rovinato la vita a tua sorellgPunjabi] Sei contenta ora?
= [You've ruined your sister’s life! Are you happpw?]

Example 26: Mrs Bhamra talks to Pinky

Mrs Bhamra

[Punjabi] Don't think | didn’t know that you werensaking out
with that good-for-nothing Teetu as well! [Punjabi]

[Punjabi] Guarda che io sapevo che amoreggiavi di nascosio ¢
quel fannullone di Teetu, va beriBunjabi]

= [Mind that | knew that you were secretly flirtingith that good-
for-nothing Teetu, OK!]

Examples 23-26 clearly show that a number of imganof spoken
Punjabi (indicated by “Punjabi” in square brackets) not translated in
either the original or the Italian dubbed version.

In Gran Toring Hmong (in square brackets below) is often left
untranslated in both versions, within exchangesveen Walt and his
neighbours, as can be seen in Example 27:

Example 27: Walt talks to a Hmong couple
Hmong couple

[Hmong]

[Hmong]

Walt

No. No. No more

No. No, no. Via, adesso basta.

= [No. No. No. Go away. Stop now.]
Hmong couple

[Hmong]

[Hmong]

A Hmong couple give Walt gifts after he has savdthd from the
aggression by an Asian gang. Walt speaks Englistreds the Hmong
only speak Hmong, which is neither conveyed throogén subtitles nor
translated by a bilingual character.

In another scene, reproduced in Example 28, Walisited by two
elderly Hmong women, each carrying a bouquet oidis as a sign of
their gratitude for what he has done for their camity:
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Example 28: Walt talks to Hmong women
Hmong women to Walt

[Hmong]

[Hmong]

Walt

No. No more.

No, ora basta, eh?

= [No, stop now, eh?]

Hmong women to Walt ((setting the bouquets on bisip))
[Hmong]

[Hmong]

Walt

Okay, just put them there.

Okay, metteteli li. Oh, accidenti

= [Okay, put them there. Oh, damn.]
Hmong women

[Hmong]

[Hmong]

Walt

Goodbye.

Arrivederci

= [Goodbye.]

What is interesting to notice here is that the wosigeak at a fast pace in
Hmong (untranslated and unsubtitled in the origiasatl in the Italian
dubbing) and Walt replies in English without reallgyderstanding what
they are saying.

Another significant instance occurs when, durindgaabecue,
Walt sits among several Hmong women who take gtelgght in feeding
him different Hmong dishes. Walt makes some en#sisi comments
about the food using his mother tongue while thenew continue to
speak Hmong, without understanding what he is gayin

Example 29: Walt talks to Hmong women
Hmong women

[Hmong]

[Hmong]

Walt

Fantastic. Well, you ladies are wonderful.
Hmm. Buonissimo. Voi signore siete meravigliose
= [Hmm. Very good. You ladies are wonderful.]
Hmong women

[Hmong]

[Hmong]

Walt

This stuff is really good.
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Questa roba e squisita

= [This stuff is delicious.]

Hmong women

[Hmong]

[Hmong]

Walt

Thank you very much but | have to go now. | havgdanow. I'll
be back. Now, don't let anything go away.

Va bene. Vi ringrazio molto ma adesso — adesso g@ewprio
andare. Pero torno, non portate via niente

= [Okay. | thank you very much but now — now | hedldave to go.
But I'll come back, don't take away anything.]

Throughout the whole dialogue, Hmong is left unstated. This suggests
that a form of empathy is developing between the parties, allowing
them to overcome language barriers.

In Spanglish Spanish is maintained untranslated at the spoken
level but conveyed through open subtitles in thigimal version of the
film, in specific interactional contexts. Some argtes regard intimate
conversations occurring between Flor and Cristinaespressing their
mutual affection:

Example 30: Cristina recollects memories of hetdtiiod and in
particular a conversation with Flor
Cristina as a child

[Spanish] Te quiero]

[Spanish] Te quiero]

Cristina ((voice))

We were safe and happy.

Eravamo al sicuro e felici

= [We were safe and happy.]

Cristina as a child

[Spanish] TTe quiero}

[Spanish] Te quierg}

Flor

[Spanish] [ro también te quiero, mi ampr
[Spanish] Yo también te quiero, mi amor.]

As can be noticed, in both the original and thkaltadubbed version Flor
and Cristina speak Spanish, reproduced on screamiting in the form
of open subtitles.

Similar cases can be observed when Flor and hesircddonica
comment upon specific situations they find themsglwn, without being
either heard or understood by their American iotartors:
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Example 31: Cristina reports a conversation betwdenica and
Flor

Monica

Okay.

Va bene.

= [Okay.]

Monica

[Spanish] RQue estan atras. Vente
[Spanish] Rue estan atras. Vente
Cristina ((voice))

Holding out had helped, though.

Ma aspettare era stato utile.

= [But waiting was useful.]

Monica

[Spanish] Andale, no mires. No te (matgn)
[Spanish] Andale, no mires. No te (mafhn
Cristina ((voice))

She was no longer intimidated.

Non era piu intimidita

= [She was no longer intimidated.]
Monica

[Spanish] | Listaj

[Spanish] | Lista?]

This is yet another case in which the Spanisharitags are not translated
in either English or Italian, but simply reprodudbdough open subtitles.

Spoken Spanish is maintained and its meaning itedican
English/ltalian subtitles when the topic of shodneersations taking
place at Flor's is not crucial for the plot's dem@inent, as can be seen in
the following exchange:

Example 32: Flor talks to Monica and a Hispanic man

Man

[Spanish] [ Ahora qué le pas?

[Spanish] E,Ahora qué le pasa?

Flor to Monica

[Spanish] Tengo que sacarla de a]li.

[Spanish] Tengo que sacarla de aJli

Monica to Flor

[Spanish] [Si. Si]

[Spanish] [Si. Si]

Monica

[Spanish] Cuidado, eh? No pasa nada. Nada, va por la nifja ...
[Spanish] Cuidado, eh? No pasa nada. Nada, va por la nifja
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The entire conversation takes place in Spanishetwisi not translated in
either the original or the Italian version.

2.5 Interpreting

A translation strategy adopted only 8panglishand Gran Torino is
interpreting (Bleichenbacher, 2008), used with 8menarrative aims to
point out how second-generation immigrants ofteh & a linguistic
bridge between their relatives and the Western dvowhereas in
Spanglishit is mostly Cristina who translates from Sparnisto English
and vice versa, thus mediating between her mofter, and the English-
speaking characters, @ran Torinoteenagers Thao and Sue often code-
switch between Hmong and English to allow commuiocabetween
their Hmong-only speaking mother and grandmothdr\&alt.

In Spanglish one interesting case of interpreting can be oeser
when Flor interacts with an American waitress andrder to enable the
conversation to continue, Cristina has to translate English/Italian
what the women say in their respective native laggs:

Example 33: Flor and Cristina talk to a waitress
Waitress

Excuse me. Uh, those men would like to buy youirskdr
Scusatemi. Em, ci sono dei signori che vorrebbérano da bere.
= [Excuse me. Ehm, there are some men who wouéd tbkbuy
you something to drink.]

Flor

[Spanish: ¢ Qué?]

[Spanish: ¢ Qué?]

Waitress ((points at someone))

Those.

Quelli.

= [Those.]

Cristina

[Spanish: Nos quieren comprar algo de tomar.]
[Spanish: Nos quieren comprar algo de tomar.]
Cristina to men

Thank you!

Grazie!

= [Thanks!]

Flor

[Spanish: No, gracias.]

[Spanish: No, gracias.]

Waitress

Okay.
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Va bene.
= [Okay.]

Another instance of interpreting takes place dufia’s interview with
Mrs Clasky, with her cousin Monica simultaneouslyitshing from
Spanish into English/Italian and vice versa:

Example 34: Deborah talks to Flor and Monica trates into
Spanish for Flor what Deborah says

Deborah

So, the job is six days a week. Seven, eight, ®svdlours, it
depends. All the housekeeping, driving the kids.

L’'impegno e sei giorni a settimana. Sette, ottalidioore, dipende.
Tutte le faccende di casa, accompagnare i ragazzi.

= [The job is six days a week. Seven, eight, twehairs, it
depends. All the housekeeping, driving the kids.]

Monica to Flor

[Spanish: Seis dias a la semana. Siete, ocho,dwes, depende.
Cuidar a la casa, llevar a los nifios.]

[Spanish: Seis dias a la semana. Siete, ocho,dwes, depende.
Cuidar a la casa, llevar a los nifios.]

Deborah

How much a week do you want?

Quanto vuoi alla settimana?

= [How much do you want a week?]

Monica to Flor

[Spanish: ¢ Tu cuanto quieres?]

[Spanish: ¢ Cuanto quieres?]

Flor

[Spanish: Ah, no no, lo, lo que Usted diga.]

[Spanish: Ah, no no no, como-como Usted crea.]

Monica

Whatever you say.

Quello che dice lei.

= [Whatever you say.]

The maintenance of code-switching between SpamighEmglish at the
spoken level also proves to be functional to tharatterisation of the
film’'s main protagonist, Flor, as well as to théttitul rendering of her
sense of estrangement in the American host society.

Similarly, interpreting functions as a crucial s&gy to allow
mutual understanding when John and Flor argue argtir@ acts as an
interpreter between them:

Example 35: Flor talks to John and Cristina tratesla
Cristina to John
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My mother wishes for me to represent exactly whaz¢ says
nothing else.

Mia madre vuole che traduca letteralmente quelle dttice,
nient’altro.

= [My mother wants me to literally translate whatuysay, nothing
else.]

John

What?

Come?

= [What?]

Flor to John ((angrily))

[Spanish: ¢ Puedo hablar con Usted?]

[Spanish: ¢ Puedo hablar con Usted?]

Cristina to John

May I talk to you?

Posso parlarle?

= [May | talk to you?]

John

You mean your mother? Yeah. Sure. You can talkéo m

Vuoi dire tua madre? Si. Certo. Puoi parlare con me

= [Do you mean your mother? Yes. Of course. You tzdk to
me.]

Flor ((angrily))

Spanish: ¢Y no me tengo que dormir primero?]

Spanish: ¢Y no me tengo que dormir primero?]

Cristina

| don’t have to sleep first?

E non devo dormire prima?

= [And don'’t | have to sleep first?]

John

What's wrong? Come on, come on, sit down.

Che succede? Venite, andiamo, sedetevi.

= [What's wrong? Come on, come on, sit down.]

Flor ((angrily))

[Spanish: ¢ Usted diste este dinero a mi hija?]

[Spanish: ¢ Usted diste este dinero a mi hija?]

Cristina

((in a low voice)) I'm sorry. ((angrily)) Did youige this money to
my daughter?

((in a low voice))Mi dispiace.((angrily)) Ha dato lei questi soldi a
mia figlia?

= [I’'m sorry. Did you give this money to my daugtite

John

Okay, I-I made a deal with the kids. All the kids.

Si, senti. 1o ho fatto un patto con lei e con tut@ambini

=[Yes, listen. | made a deal with her and withtlad kids.]
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Flor ((angrily))

[Spanish: jOh, no! jDisculpeme!]
[Spanish: jOh, no! jDisculpeme!]
Cristina

Oh no! Please!

Oh no, la prego!

= [Oh no, please!]

Here interpreting proves to be crucial in fulfillinthe phatic function of
code-switching, usually enacted within conversatidaking place in
familiar contexts and often involving feelings ofiger or emotional
outbursts.

The strategy of interpreting is recurrently usedimn Torinoas

Sue usually takes on the role of interpreter betvibe Hmong elders and
her mother and grandmother in particular, and Widits can be seen in
Example 36:

Example 36: Kor Khue talks to Walt and Sue traeslat

Sue to Kor Khue

[Hmong]

[Hmong]

Kor Khue to Sue

[Hmong]

[Hmong]

Sue to Walt

Kor Khue is interested in you, he heard what yadi éHe would
like to read you. It'd be rude not to allow himghit's a great
honour.

Kor Khue € interessato a te. Ha saputo quello cheé fhatto.
Vorrebbe leggerti. Sarebbe offensivo non accettaren grande
onore.

= [Kor Khue is interested in you. He heard what gaii He would
like to read you. It'd be rude not to accept, &'great honour.]
Walt

Yeah, sure, fine by me.

Ah certo, va bene per me

= [Ah, sure, it's okay for me.]

Kor Khue to Walt

[Hmong]

[Hmong]

Sue to Walt

He says that you think you've been disrespectedt paople don’t
even look at you.

Dice che la gente non ti rispetta. Che non ti vuakanche
guardare
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= [He says that people don’t respect you. That ttey't even
want to look at you.]

Kor Khue to Walt

[Hmong]

[Hmong]

Sue to Walt

He says that you do not live and your food haslanofir. You are
scared of your past.

Dice che nel tuo modo di vivere non c'é pil saparee sei
preoccupato per la tua vita

= [He says that in your lifestyle there is no flav@anymore, that
you are worried for your life.]

In this scene, Walt is at his neighbours’ house iatefacts with the old
family Sciaman, Kor Khue, who “reads” Walt's soudldgaessing him only
in Hmong, while Sue simultaneously translates vidhatid.

Another instance of translation by interpretingus when Vu,
Sue and Thao make amends for Thao's trying to Stéalt’'s Gran
Torino:

Example 37: Vu talks to Walt and Sue translatest\ilea mother
says

Walt

What's going on?

Che succede?

= [What's wrong?]

Vu to Sue

[Hmong]

[Hmong]

Sue to Walt

Thao is here to make amends, he's here to woroinr
Thao e venuto a fare ammenda, a lavorare per te

= [Thao has come to make amends, to work for you.]
Vu

[Hmong]

[Hmong]

Walt

No he’s not. How can he work for me?

Vuoi scherzare? Non ci penso hemmeno

= [Are you joking? | don’t even think about it.]

Vu to Sue

[Hmong]

[Hmong]

Sue to Walt

My mum says that he dishonoured the family and hewhas to
work off his debt. He’'ll start tomorrow morning.
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Mamma dice che lui ha disonorato la sua famiglira deve
pagare il suo debito. Comincera domattina.

= [Mum says he dishonoured his family and now hg tieawork
off his debt. He’'ll start tomorrow morning.]

As Example 37 shows, Vu's utterances are alwaybinmong in both
versions, and are then translated by her daughteméans of turn-
specific code-switching.

In Gran Torinointerpreting from Hmong into English/Italian is
sometimes enacted by a member of the third geparaif Hmong
immigrants, as can be seen when an old Hmong mah lds
granddaughter visit Walt to ask his permissionlimwaThao to work for
them:

Example 38: Walt talks to an old man and his ligitenddaughter
Grandfather

Hello. [Hmong]

Salve [Hmong]

= [Hi]

Granddaughter

Grandpa says he want to know if you can have Tlear out the
big wasp nest under our porch?

Il nonno dice che vuole sapere se puoi dire a THatevare il
grande nido di vespe che sta sotto il nostro portic

= [Grandpa says that he wants to know if you cdn Hwo to
clean out the big wasp nest under our porch?]

Walt

Wasp nest? That's terrible. | think we can tell liometime after
lunch.

Di vespe hai detto? Ma e terribile. Si, beh, dhahno che si puo
fare dopo pranzo

= [Wasp nest, you said? But it's terrible. Yes| feur grandpa
that it can be done after lunch.]

Granddaughter

[Hmong]

[Hmong]

Grandfather

[Hmong]

[Hmong]

The old man greets Walt in English saying “Hellpfpbably one of the
very few words he knows in this language, and thgitches to Hmong
and his granddaughter translates what he says.



Italian dubbing of code-switching in British and &ntan films 163

2.6 Voice-over

In Spanglish in the scenes when the Spanish utterances ardinectly
translated by means of interpreting, the stratefgyoice-over proves to
be another effective way of conveying meaning m itistances of code-
switching (Freddi & Pavesi, 2009). Voice-over isedsfor Flor's
emotional outbursts as well as within intimate cngations between
mother and daughter, as can be observed in theptsdow:

Example 39: Flor talks to Cristina

Flor

[Spanish: No méas una lagrima. No mas una.]
[Spanish: No méas una lagrima. No mas una.]
Cristina ((voice))

One tear.

Una lacrima

= [One tear.]

Flor

[Spanish: jUnal]

[Spanish: jUna!]

Cristina ((voice))

Just one.

Solo una.

= [Just one.]

Flor

[Spanish: Una, una, una.]

[Spanish: Una, una, una.]

The use of voice-over is particularly relevanthe final part of the film,
when code-switching is mainly connected to its éwotand phatic
functions. Flor addresses Cristina in Spanish, fmeving her mother
tongue to be a metalinguistic commentary on heiosodtural identity
(Hua, 2008):

Example 40: Flor talks to Cristina

Flor

[Spanish: ¢Claro? Ahora entiendo lo que esta pasd(glghs))
Hija siento que ... que tengas que]

[Spanish: ¢Claro? Ahora entiendo lo que esta pasd(sighs))
Hija siento que ... que tengas que]

Cristina ((voice))

She expressed regret that she had to ask me tavitbahe basic
question of my life at such a young age ...

Espresse il dispiacere di dovermi mettere di fragtea domanda
fondamentale della mia vita cosi da piccola
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= [She expressed the regret of having to ask médbk& question
of my life when | was so young ...]

Flor

[Spanish: Porque todavia eres una nifia.]

[Spanish: Porque todavia eres una nifia.]

Cristina ((voice))

And then she asked it.

E poi me lo chiese

= [and then she asked me.]

Flor ((crying))

[Spanish: ¢ Eso es tu lo que quieres para ti misma?]
[Spanish: ¢ Eso es tu lo que quieres para ti misma?]
Cristina ((voice))

“Is what you want for yourself ...”

“E questo che vuoi per te stessa?”

= [lIs it this that you want for yourself?]

Flor ((crying))

[Spanish: Convertirte en alguien tan ... ]

[Spanish: Convertirte en alguien tan ... ]

Cristina ((voice))

“... to become someone very different ...”
“Diventare una persona tanto diversa”

= [To become a person so different ...]

Flor ((crying))

[Spanish: ... diferente de mi?]

[Spanish: ... tan diferente de mi?]

Cristina ((voice))

“... than me?”

“... dame?

=[... from me?]

This is the last scene of the film and voice-owamacted by Cristina
translating the Spanish utterances, always ovenlaifis the dialogue
between mother and daughter.

3. Conclusions

The comparative analysis of the original Engliskl &me Italian dubbed
version of these four films illustrates that, ir thriginal versions thee-
codeprevails in spoken exchanges, whereas the Itdlidgnuses different
translation strategies to deal with code-switching.

Overall, some instances of turn-specific and imetsntial code-
switching are preserved at the spoken level antshaged through open
subtitles in both versions, especially when theguoavithin generational
conflicts and private family conversations, wheregdgsentential code-
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switching is mostly maintained unaltered in theesasf words connoted
by a high cultural specificity such as culinary araligious terms,
greetings and terms of affection.

In particular, what stands out is a different apgioto the Italian
translation of code-switching iBend It Like BeckharmndAe Fond Kiss
on the one hand, and 8panglishandGran Toring on the other. Indeed,
in Ae Fond KisandBend It Like Beckhanthe general tendency is to dub
Punjabi into spoken Italian through a process cfcsoultural adaptation
and domestication, except in the cases of intraséiat code-switching
whose maintenance in lItalian leads to the creatioa specific trans-
ethnic common ground that both the source langaagikence and the
target language audience are made aware of. Dulbthénge-codeleads
the defining ethno-cultural and linguistic featusthe original films’
dialogues to be diluted almost to the point of reigation, obscuring the
films’ linguistic makeup and the role of code-swittg in giving voice to
the immigrant families’ internal structures andatenships.

On the other hand, the Italian versions Sganglishand Gran
Torino maintain most occurrences of spoken Spanish andngnm be
found in the original dialogues, thus guaranteeingpigher degree of
faithfulness to the American context’s linguistizdacultural nuances. In
Spanglishthere are mostly instances of interpreting andceroiver,
whereas inGran Torino both interpreting and the use of open subtitles
occur, even though a good proportion of Hmong lieee also left
untranslated and unsubtitled, especially when tluissn’t represent a
hindrance to the understanding of the filmic contékis peculiar “non-
translation” strategy, which is quite noteworthypesally in a country
such as Italy, where dubbing still seems to beribet common modality
of audiovisual transfer, preserves the vitality tbé source language
dialogues carrying over the functions code-switghifulfils in the
original version.

Furthemore, in films characterised by a massiveeree of code-
switching, such aSpanglishandGran Toring code-switching is mostly
maintained in the Italian dubbed versions as iimieation through
dubbing would completely overturn the films’ intafrcoherence. On the
other hand, inAe Fond Kissand Bend It Like Beckhamwhere the
presence of code-switching is less significant amainly limited to
family conversations, the tendency in the Italiarb ds to eliminate the
we-code thus sticking to more traditional translation msy even though
this has a detrimental effect on the films’ intdrc@herence.

To conclude, the translation or non-translatioratsfgies most
commonly used in the films under discussion seerhigblight a new
trend that privileges a more faithful renderingttoé otherness of foreign
languages and cultures. Code-switching gives wifales about the
immigrant characters’ socio-linguistic hybrid idiéles and, as such, it is
a very important feature of the filmic text.
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1 This research is part of a wider internationedearch investigation carried out at the
University of Pavia and entitled “English and l&diaudiovisual language: translation and
language learning”, which focuses on the langudgeontemporary screen dialogue, film
translation and second language acquisition.

2 Aloo gobiis a dry dish in Indian and Pakistani cuisine madk aloo (potatoes) andob(h)i
(cauliflower) and Indian spices.

3 Paneer tikkarefers to bits of Indian cheese.

4 Dhaniarefers to coriander leaves.

5 Acharis a Hindi word for a variety of pickled condiment

6 Langaris the name given to the free vegetarian meakskeaiter a Sikh service.

7 Samosarefers to a small fried turnover of Indian origihat is filled with seasoned
vegetables or meat.
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8 Chapattisrefers to Indian flatbread, made of wheat flouater, and salt.

9 Also known as “waffle balls”, it is made of ddygften including double cream and a little
flour in a sugar syrup flavoured with cardamomeweater or saffron.

10 In Examples 20, 21 and 22 the indication [Poihjeefers to the spoken utterances in
Punjabi, whereas the lines in square bracketsviolg it reproduce the open subtitles in
both the original and the Italian dubbed version.



