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(Re)Inventing the Genre: The Translation of the Onē 
Kotoba Idiolect in Japanese-​Italian Subtitling

1. � Dynamic Equivalence and Sociolinguistic Variations in 
Japanese: The Case of Onē Kotoba

In the context of audiovisual studies, gender translation may disclose 
important clues about the way identity-​related issues are perceived in 
a source and in a target language (De Marco 2006, 2009, 2016; Santi-
polo 2006). Little, however, has been said about the thorny questions 
that arise when gender issues emerging from Japanese movies must 
be translated for non-​English speaking target audiences. Katan (2014) 
observes that translators need to maintain a critical responsibility with 
respect to the choices to be made. In particular, as far as gender issues 
are concerned, audiovisual translators must be responsible for their 
interlinguistic choices since they may involve linguistic changes that 
could in turn affect the way sociocultural and sociolinguistic issues 
are portrayed in subtitled movies (Díaz Cintas 2012; Lunsing/​Maree 
2004; McLelland 2000). In fact, besides its linguistic aspect, the aim 
of this complex intercultural operation will be to concentrate mainly 
on the ability to remain equivalent to the original prototexts, without 
perhaps reinforcing gender stereotypes (De Marco 2016; Dore/​Zarrelli 
2018; Hok-​Sze Leung 2016; Von Flotow/​Josephy-​Hernández 2019; 
Zabalbeascoa 2012). As Díaz Cintas and Remael suggest, the search for 
a so-​called dynamic equivalence1 in interlinguistic subtitling aims at 

	1	 In another study, Osimo (2014) suggests abolishing the word equivalence in 
favour of creating diversity recalling the concept of dynamic equivalence the-
orized by Nida. Also Katan (2014) underlines how the acceptance of diversity 
often stimulates interpretative sets. In fact, the risk of wanting to reach a formal 
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operating a cultural synthesis that includes both characters’ attitudes on 
the screen and the connotations of the language (Díaz Cintas/​Remael 
2007:185). In fact, it is not just by chance that current trends in audio-
visual translation studies show how idiosyncrasies and geographic and 
sociocultural markers of the spoken language need effective transposi-
tion in subtitles (Díaz Cintas 2014).

In the case of Japanese-​Italian translation, the rendering of sociolin-
guistic variations often seems problematic due to the presence of several 
diaphasic and diastratic registers in the source language (Wakabayashi 
1991). As an example, one may think about the translation into Italian of 
expressions of courtesy (teineigo) and formal language (keigo) when the 
speakers are teenagers, as well as about the production of profanities (Fay 
2011) induced by mere Japanese diaphasic shifts. From a diastratic per-
spective, this study focuses on the translation of the so-​called onē kotoba, 
an MF2 transgender/​transex/​crossdresser idiolect whose translation into 
Italian appears rather problematic due to the lack of pronominal and suf-
fix richness if compared to Japanese, and to evident syntactic differences 
between these two languages3. Onē kotoba is a speech characterized by a 
sarcastic and crude tone and by the use of sexually connotated words that 
contribute to frequent diageneric shifts and a mix within the masculine-​
feminine spectrum. A brief definition is provided by Abe in the follow-
ing lines:

I believe that ‘onē’ is different from being simply feminine. It is true that it is part 
of the internalized ‘female system’, but that it is more performative. It is the gro-
tesquely exaggerated parody against the characteristics of womanhood/​system, 
which is dependent, and irresponsible, and judgmental. All onē conversations 
sound alike in terms of interactional pattern. That might be the traditional mode of 
expression developed in gay bar culture (Abe 2010: 95).

equivalence would do nothing but domesticate the prototext and prevent the per-
ception of the difference and the relative intrinsic intercultural aspects.

	2	 MF: masculine-​feminine.
	3	 In fact, Santipolo (2006: 129) suggests that on a verbal level the aspects that 

influence the aforementioned variation to a greater extent are phonology, lexis 
and morphosyntax.
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Linguistically speaking, even though it reflects some linguistic pat-
terns of the so-​called ‘women’s language’4, onē kotoba often resorts 
to lexical prefixes of courtesy such as o/​go (ohana→ flower, ocha→ 
green tea, okaban→ bag) and is characterized by the absence of ver-
bal imperative and negative forms (tabero! → eat it!, taberu na! → 
don’t eat it!) as well as by the tendency not to use profanities and mas-
culine lexicon. On the contrary, it often resorts to an exclusive use 
of neutral/​feminine first person singular pronouns (watashi, atashi, 
atai or uchi) and second person singular (anata, with the partner), 
feminine suffixes (-​kashira, -​wa in raising tone in its forms -​wane 
and -​wayo) and interjections (maa, arama, araa, kyaa). Finally, it is 
worth noting how onē kotoba often tends to eliminate the copula –​
da after –​na adjectives and nouns, following it with the particle ne 
(kirei ne → so beautiful!, omoshiroi eiga ne→ what an interesting 
movie!), or replacing the neutral suffix –​nodesu (or its masculine 
version –​ndayo) with its feminine version –​noyo (Abe 2010; Gottlieb  
2006).

Nevertheless, according to Abe (2010), in order to better define 
onē kotoba, sex differences in language, based on an essentialist dual-
ism between women’s speech and men’s talk, must be abandoned and 
replaced with a constructionist view of gender understood as a com-
plex and fluid cultural construct. In her constructionist framework, 
Abe underlines how gender should neither be seen as a natural binary 
categorization or attribute, nor as something speakers own. Rather it 
should then be considered as something speakers do, perform, and 
try to accomplish with the help of repeated linguistic practice. This 
approach is also confirmed by other studies in which the importance 
of disentangling gender norms from dominant heterosexist discourses 

	4	 Abe states that in previous studies on Japanese language and gender, many 
asserted that “women’s speech” is indirect, polite, unassertive, emotional, pow-
erless, and gentle. They argued that specific linguistic characteristics are found 
in the use of (1) self-​reference and address terms especially first-​ and second-​
person pronouns; (2) sentence-​final particles and forms; (3) pitch level; (4) inter-
jections; and (5) honorifics (Abe 2010: 106).
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of gender is also stressed (Lunsing/​Maree 2004; Itakura 2015; Maree 
2010, 2018). As Okamoto suggests in this regard:

Recent research has shifted its focus to more critical examinations of the rela-
tionship between language and gender as being indirect, socially constructed, 
and dynamic, and hence potentially variable, multiple, and diverse. […] Corre-
sponding to this general change, Japanese language and gender research has also 
shifted its focus from the structural description of joseigo ‘women’s language’ 
and danseigo ‘men’s language’ as distinct categories to a more critical approach 
with the understanding that these categories represent linguistic gender norms 
or stereotypes […] joseigo and danseigo have been characterised in terms of 
a set of specific linguistic forms involving features such as self-​reference and 
address terms, sentence-​final forms, and honorifics, and also in terms of general 
stylistic features such as politeness, gentleness, and refinement (for joseigo) and 
forcefulness, decisiveness, and roughness (for danseigo) (Okamoto 2016: 6–​
10).

However, in the field of Japanese audiovisual entertainment, one can 
note how some linguistic stereotypes based on the aforementioned cis-
sexism are still declined in the speech of TV series, animations and fea-
ture film characters forcing both a polarization that no longer reflects 
contemporary sociolinguistic complexity, and ideal expectations about 
women’s and men’s speech (Nakamura 2010, 2013; Michiura 2018). 
From Itakura we learn:

In Japanese, the relationship between linguistic features and gender is more 
explicit as it has been set historically and politically within its particular 
ideological domain. Masculine and feminine Japanese thus represent the nor-
mative (or ‘ideal’) mode, that is, a cultural model of how Japanese men and 
women are expected to speak rather than how they are likely to speak […] 
feminine and masculine Japanese constitutes part of the native speaker’s cul-
tural knowledge of what it means socially to ‘talk like’ a woman or a man 
(Itakura 2015: 181).

Even in the case of the onē kotoba, one can observe how it is often 
advertised on TV as a mere reproduction of the feminine register by 
speakers normally indexed as homosexuals. Nevertheless, as Maree 
recalls (2010, 2018), onē kotoba represents more than an attempt to 
impersonate feminine speech: it is rather an integral part of that Japa-
nese queer culture that does not simply belong to the gay world alone. 
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Not surprisingly, Okamoto (2016) notes that the use of a deliberately 
stylized crossing speech represents an open challenge to the afore-
mentioned heteronormative social order which, it should be stressed, 
seems to involuntarily reflect those lines of demarcation (and interpre-
tation) of gender so far crystallized within society. These borders, it 
is worth remembering, are renegotiated from time to time through the 
creative use of the language. It is interesting to note how, not just by 
chance, onē kotoba speakers often adopt linguistic resources available 
to them in order to negotiate their own identity in different ways. In 
particular, since they manipulate and negotiate meanings, intentions, 
roles, power, genders, sexualities, and sexual desires through the use 
(or non-​use) of onē kotoba, there cannot be one single definition of it 
(Abe 2010: 94). Therefore, onē kotoba should be analyzed from the 
perspective of Abe’s five main claims, namely: (1) onē kotoba is the 
production of gay bar culture in Japan; (2) onē kotoba is evaluated 
negatively among gay men, while at the same time, there is strong 
recognition of onē kotoba as something gay men should be able to 
use in order to build membership as well as identity within the com-
munity; (3) onē kotoba is a manipulation of the so-​called women’s 
speech, in fact, each user manipulates the linguistic resources usually 
reserved for women (while also preserving the linguistic resources 
for men), by turning them into something original and to their own 
advantage. Moreover, access to both feminine and masculine linguis-
tic resources is their gain in terms of gender flexibility and performa-
tiveness; (4) onē kotoba always involves an aspect of dokuzetsu (sharp 
tongue); (5) onē kotoba is a parody of straight women’s language, in 
fact, by manipulating stereotypical feminine linguistic characteristics, 
onē kotoba speakers attract attention to themselves (Abe 2010: 129–​
131). To confirm Abe’s perspective, Lunsing and Maree (2004: 84) 
underline how:

Speakers’ negotiations of language prescriptions and gender/​sexuality norms 
intersect with their sense of multiple selfhood and with contextual/​situational 
pressures. This process results in creative uses of language that may exploit 
available sociolinguistic and culture roles. […] we emphasize how important it 
is to incorporate notions of negotiation and speaker’s relationships with gender 
and sexuality norms in future research.
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2. � Onē Kotoba in Action: Maison de Himiko (2005)5

The following paragraph presents a particularly relevant feature film 
for its marked use of onē kotoba: Maison de Himiko (2005) directed by 
Inudō Isshin and first presented in 2006 at the Kinotayo Film Festival 
in Paris. The protagonist of the story is Saori, a girl who has always 
disliked her gay father (Himiko) and has lived her life denying his exis-
tence. One rainy day she receives a visit at work from a young man 
called Haruhiko. He tells her that her father is dying of cancer and that 
the nursing home he operates is in danger of closing. Out of curiosity 
and debt, Saori goes to visit her father at the House of Himiko, a nurs-
ing home for gay old men. It is a sad place but filled with sardonic good 
cheer. Surprised but pleased, Haruhiko shows her around. The old men 
who live there are delighted. Saori is at first repelled by the relationship 
between Haruhiko and Himiko but she soon begins to take an interest 
in keeping the nursing home alive.

As previously stated, being characterized, in particular, by its sar-
castic tone and by the use of foul language, onē kotoba contributes 
to peculiar register breaks and shifts when compared to the Japanese 
female spoken language. In particular, Table 1 (in Appendix) presents 
a scene from the above-​mentioned movie in which the old M-​F trans-
gender/​transexual protagonist Ruby (nyū-​hāfu in Japanese) tells his/​her 
friends Chavie and Kijima of his/​her son and granddaughter of whom 
he/​she has had no news for many years. The subject of the conver-
sation focuses on an unexpected postcard addressed to Ruby. In fact, 
despite the fact that he/​she could not read the name of the sender, he/​
she presumes the postcard came from his/​her granddaughter. Although 
fictional, at an intralinguistic level the scene reveals a very marked pres-
ence of onē kotoba which is due to Ruby’s clear will to openly manifest 
his/​her gender identity. On the other hand, at an interlinguistic level, 

	5	 This preliminary study analyzes the Japanese-​Italian subtitles of the mov-
ies Maison de Himiko (Inudō Isshin 2005) and Boku no naka no otoko no ko 
(Kubota Shōji 2012) produced by the amateur translation team of the Takamori 
Japanese Cinema Festival in Bologna.
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such a marked diageneric variation in Japanese clashes so strongly with 
the grammatical and lexical discrepancies of the Italian version that the 
subtitler has to implement significant compensation strategies and, in 
some cases, be responsible for unavoidable omissions.

Most importantly, the analysis of the dialogue reveals Ruby’s lin-
guistic willingness to make his/​her transexual condition evident. In 
fact, the use of the emphatic feminine suffix -​noyo makes it particularly 
clear in the following lines: […]kekkon shita koto annoyo! in line 16, 
[…]shūshoku shita noyo! in line 10, en ga kirechatta noyone in line 21, 
[…]hagaki ga todoita noyo! in line 23, kyūni todoita noyo! in line 24, 
[…]kaite annoyo! in line 25. This aspect is also emphasized by the use 
of the feminine suffix –​wa agglutinated in different forms such as: onna 
no ko rashii wa! in line 13, […]waracchau wayonee! in line 14, […]tte 
omotteta wa! in line 20, […]kimatteru wayō! in line 27 and by the suf-
fix –​ne used, for example, in musuko to wa ne[…]in line 8, […]kikasete 
kurete ne in line 9, en ga kirechattanoyo ne[…]in line 21 and nanoni ne 
in line 22. In addition to this, one should note how Ruby’s onē kotoba 
openly interweaves with his/​her psychological role as a grandmother 
when she selects a series of nouns that are typical of the Japanese moth-
erese register (Bernal 2012; Hyams 2008): this is particularly evident 
when he/​she utters the words otete (En. tiny hand of a child) instead 
of the plainer use of te (En. hand) and an’yo (En. tootsie) instead of its 
neutral form ashi (En. feet).

On the other hand, at the interlinguistic level the Italian subtitler 
has to cope with the huge problem of translating Ruby’s gender. In fact, 
the interlinguistic solution for line 1 (kekkon shita koto annoyo!→ It: 
una volta ero sposata→ En.: I was married once) should include Ruby’s 
whole personal history in the translation in order to share with the audi-
ence not only his/​her psychological attitude, but also his/​her real sexual 
condition without revealing the plot of the movie7. In this case, the Ital-
ian subtitle should retain the feminine past participle sposata in order 
to stay tuned with the ‘emotional’ attitude of the character. As far as 

	6	 For the English back translation, consult the table.
	7	 As a matter of fact, it is only at the end of the film that one understands that Ruby 

is actually a transsexual and not a simple transvestite.
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identity translation is concerned, Díaz Cintas-​Remael (2007) states that 
subtitling, as a hybrid semiotic translation, faces the important challenge 
of rendering the adulterations of source language text, together with all 
linguistic connotative content, by going beyond its mere denotative func-
tions. In fact, as the above example also suggests, the subtitler confers 
an identity to his/​her characters through a creative manipulation of the 
linguistic and extra-​linguistic resources at hand (Nakamura 2013) for the 
purpose of avoiding stereotyped registers in the target language (yaku-
warigo in Japanese) and creating a so-​called catabolic effect.8

At a lexical level, it is interesting to comment on how such identity 
can be translated into Italian through the use of hypocorism expressing 
endearment or diminutives aimed at a disambiguation of the language. 
In fact, one can note that the aforementioned noun otete (En. tiny hand) 
has been translated into Italian with its diminutive term manina (En. 
tiny hand) instead of its more neutral form mano (En. hand) using a 
transcriptive strategy which is at the same time expansive (Gottlieb 
1992; Hasegawa 2012), while the Japanese adjective chicchana (En. 
tiny) put before the noun otete (chicchana otete) can be rendered through 
its diminutive form piccoline (see line 14) instead of its plainer form pic-
cole. Equally, the Japanese noun an’yo (En. tootsies) can be translated 
with the Italian diminutive piedini instead of the neutral form piedi (En. 
feet) to be coherent with the motherese register used by the speaker. 
In this case as well, the noun can be accompanied by the above-​cited 
adjective (chicchana) in its diminutive form (piedini piccolini!, En. tiny 
tootsies) or be matched with the same neuter adjective (piccolo) reiter-
ated twice (→ dei piedini piccoli piccoli!, En. little little tootsies!).

Undoubtedly, in diageneric variation from Japanese, translation 
losses into Italian are often inevitable due to the impossibility of trans-
lating the personal pronouns typical of the onē kotoba register (we 
can consider atashi, atai, uchi for instance) when they appear within 
the same dialogue in contrast with male personal pronouns (such as 
ore, boku). As illustrated in Table 1, the male pronoun boku is used by 
Chavie in line 3 in sharp contrast to Ruby who predominantly utilizes 
atashi. In fact, unlike Ruby who is a transgender, Chavie intends to 

	8	 Also dissimilation effect, according to Nakamura (2013). 
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show a different sexual identity: he is openly gay but clearly shows a 
more masculine attitude that is visible not only through his apparel, but 
also through his attentive linguistic choices. Certainly he looks more 
masculine when he utters boku, but he is also attentive and gentle when 
he speaks to Ruby since he uses formal suffixes (such as -​deshō in line 
26) that are typical of the Japanese courtesy language (teineigo). Prob-
ably, Chavie does not use onē kotoba to manipulate women’s speech 
but, rather, to build membership within his homosexual community 
(Abe 2010; Okamoto 2016). Unfortunately, at an interlinguistic level, 
this contrast cannot be rendered in Italian due to the presence of a sin-
gle first personal pronoun (io) that does not carry any gender-​related 
meaning. Nevertheless, the rendition of the above linguistic connota-
tion is particularly relevant in subtitling since, unlike the printed page, 
characters such as Ruby and Chavie are visually attainable and leave 
no room for imagination. As also suggested in recent research, semiotic 
cohesion which is produced by the complex relationship between text 
and images (Chaume Varela 2004; Perego 2005; Vitucci 2013, 2017, 
2018) compels the translator not only to connect the verbal pattern of 
characters with their sociocultural context, but also to transmit their 
ethnic, social, sexual and geographic identification (Katan 1999; Mas-
sidda/​Casarini 2017; Osimo 2011). As Christopher Taylor reminds us:

It is the integration of all semiotic modes in a multimodal text that creates mean-
ing and, although that meaning is translated into words, it is the task of the 
audiovisual translator to find the wording in his/​her language that best expresses 
that integration of semiotic forces (Taylor 2016: 224).

3. � Onē kotoba in Action: Boku No Naka No Otoko No 
Ko (2012)

This paragraph introduces the movie Boku no naka no otoko no ko 
directed by Kubota Shōji (2012) whose dialogue track is almost entirely 
characterized by the frequent use of onē kotoba. The protagonist of the 
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story is Kensuke, a young employee who, after being bullied by his 
colleagues at work, decides to quit his job and isolate himself at home 
by severing all contact with the outside world. His only virtual window 
will be the Internet through which he will come across a community 
of crossdressers. In the scene presented in Table 2 (in the Appendix), 
Shizuka Mama, a transvestite and owner of a gay bar, tries to stop a 
fight between two of his/​her clients. From a translational perspective, 
the scene presents the case of a problematic intralingual shift between 
the onē kotoba register and the Japanese vulgar masculine speech. In 
fact, although Shizuka Mama clearly adopts a linguistic mode typ-
ical of onē kotoba, he/​she must also impose his/​her own identity as 
‘owner’ by turning to a typical masculine speech in order to exert his/​
her authority on his/​her interlocutors.

As the above scene illustrates, the subtitler must face some inter-
linguistic losses produced by the impossibility of translating into Ital-
ian the subtle onē nuances that Japanese suffixes and verbs carry within 
the source language: in this case, as an example, Shizuka utters in line 
1 the personal suffix -​chan after the name of his/​her interlocutor (Nob-
oru) together with the verbal suffix –​nasai after the verb yameru (En. to 
stop) and uses a polite mode of request through the verb ochitsuite (En. 
please, cool down) and through the adjective ii followed by the collo-
quial suffix –​no (instead of –​no desu). Even though the above elements 
cannot be rendered in Italian, one should ponder their meaning within 
the intralinguistic context in which they appear. Surely, from a socio-
pragmatic point of view, Shizuka intends to transmit some emotional 
closeness and affection to his/​her interlocutor while, at the same time, 
seeking out a kind of collaboration without imposing on his/​her cus-
tomers the weight of his/​her social role (owner of the bar). To achieve 
this, he/​she opts for certain register choices that are exemplified in the 
above onē elements.

These types of losses aside, subtitling often compels translators to 
extend the target text in order to offset certain linguistic elements con-
veyed by the source language. In this scene, for example, the extension 
of the text can occur at an interlinguistic level through the introduction 
of profanities into Italian when Shizuka, shocked by the violence of 
a customer, suddenly shifts to a vulgar register. At an intralinguistic 
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level, the shift is easily identifiable by the use of the imperative mode 
yamerro! with the doubling of the second consonant (En. Stop it!) and 
by the vulgar suffix -​darrouga with a concessive meaning and charac-
terized by the doubling of the consonant ‘r’ and by the exclamation tone 
as in line 2. Due to the impossibility of rendering such intralinguistic 
elements in Italian, in this case the subtitler can recreate the same vul-
gar diaphasic register by introducing the vulgar expression cazzo (En. 
Fuck!) and a shift to the second singular person (non ti ho detto…!, En. 
Didn’t I tell you...?) in order to stimulate a comparable interpretative 
set (Katan 1999) able to describe in detail the psychological state of 
excitement of the speaker9. As Abe Nornes (2007) suggests, this kind 
of translating attitude can indeed help the translator to place subtitles 
in the so-​called place of the other since it involves not only technical 
skills10, but also a deep intercultural competence that is the result of 
both a theoretical and a descriptive approach to translation (Hasegawa 
2012; Bertazzoli 2015). In fact, it is only through an attentive decoding 
of the above sociolinguistic variations that the subtitler will be able to 
overcome the main interlinguistic difficulties, produce new interpre-
tations of the dialogue track in his/​her target language and give birth 
to a homologous potential paradigm so as to establish a connection 
between text and social context (Scarpa 2008).

4. � Perspectives on Subtitling

Jorge Díaz-​Cintas (2014) suggests that the concern for sociolinguistic 
variations and the scarce intercultural capacity of subtitles has become 

	9	 In this regard, it is interesting to note that after line 2, Shizuka returns to the 
previous onē register by completely re-​integrating his/​her sociopragmatic atti-
tude (Vitucci 2014, 2016). In fact, the suffix –​kudasai used in the formal request 
(yamete kudasai, En. Please, I beg you to stop) in line 3 reveals his/​her intention 
to return to his/​her role as owner by restoring the hierarchy towards the cus-
tomer.

	10	 Such as the synchronization with the original soundtrack.
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a theme of great relevance in our society where exchanges acquire an 
increasingly audiovisualized and multilingual nature (Díaz-​Cintas 
2014: 310). In particular, Santipolo (2006) observes that since the analy-
sis of diageneric variation reveals the anthropological and sociocultural 
schemes of the societies under investigation together with the roles 
gender plays within them, translators should be particularly attentive 
not to convey and reinforce stereotypes in their target cultures when 
transcoding them (De Marco 2006, 2016; Faini 2008; Okamoto/​Shiba-
moto Smith 2004). As also illustrated in the above scenes, the inter-
linguistic subtitling of onē kotoba challenges the belief that Japanese 
society is naturally divided into two sexes/​genders and that there are 
two separate linguistic codes for female and male speakers. In fact, 
as Abe (2010) also suggests, onē kotoba speakers try not only to elim-
inate such binary constructs but also to deconstruct them in their lin-
guistic practices. In other words, as a discursive practice, onē kotoba 
mirrors how its speakers construct the multiplicity of their complex 
gender characteristics by carefully modulating lexicon, morphosyntax 
and prosody (Santipolo 2006: 129).

The characters analyzed in this brief study also illustrate, as one 
can note, their ability to adjust their language (which included both 
typical elements of the motherese and of the male speech) according 
to the identities they intended to assume on each occasion (Lunsing/​
Maree 2004; Maree 2010, 2018; Okamoto 2016). Shizuka Mama, for 
instance, cannot simply use a female register since he/​she knows that 
in his/​her position as owner of the bar he/​she must occasionally exert 
a certain level of authority on his/​her customers. In this case, one can 
note how onē kotoba reflects the speaker’s intention to identify him/​
herself in the context of the gay bar culture and to build belonging 
inside that environment by remaining flexible both at a linguistic and at 
an identity level. On the contrary, in the case of Ruby, he/​she intends to 
convey his/​her grandmother role by releasing his/​her speech from any 
male setting adopting onē kotoba as a tool for manipulating women’s 
speech and to attract attention to him/​herself (Abe 2010). To conclude, 
the foregoing observations concerning the interpretation of gender lin-
guistic forms indicate the complexity and diversity of potential mean-
ings in their indexical fields which are always fluid and open-​ended 
(Okamoto 2016: 17).
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Undoubtedly, respecting the above identities is not an easy task for 
the translator. Nevertheless, in order to find new ways of conveying gen-
der identity in translation, subtitlers must overcome interlinguistic and 
intercultural distances and losses (Alfano 2018; Díaz Pérez 2012, 2018; 
Wakabayashi 1991) by conferring to their translation a more dynamic 
aspect (Osimo 2014) which, especially in the case of diageneric adap-
tation from Japanese into Italian, can include hypocorism, diminutives 
and profanities. Clearly, this study does not claim to be a landmark 
in the study of diageneric variation in Japanese-​Italian subtitling even 
though the author hopes to extend the field of this research thanks to 
the contributions of other scholars interested in deepening the above 
sociolinguistic, gender and translational issues. To conclude this study, 
we would like to recall how some years ago in his essay Dire quasi la 
stessa cosa (2013) Umberto Eco emphasized the need to overcome the 
pervasive feeling of frustration which the impossibility of being entirely 
faithful to the original prototexts produces, by addressing, instead, the 
intrinsic possibilities presented by interlinguistic translation. As the 
above sociolinguistic variations have shown, subtitling can indeed be 
an exciting discovery as well as a productive tool for conveying to the 
audience new identity-​related concepts without necessarily falling into 
heterosexist stereotypes.
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Line Speaker Captions and Transcription Italian 
subs

English Back 
translation

1 Shizuka ノボルちゃん、やめなさい！も う
いいの！落ち着いて！

Noboru, 
smettila! 
Basta! 
Calmati!

Noboru, please 
stop it!
That’s enough! 
Cool down, 
please!

Noboru chan, yamenasai! Mou ii no! 
Ochitsuite!

2 Shizuka やめっろって言ってんだっろが！ Cazzo! 
Ma, non ti 
ho detto di 
finirla!

Fuck! Didn’t 
I tell you to 
knock it off?

Yamerro tte itte ndarrouga!!

3 Shizuka やめてください La smetta 
per favore.

Please, I beg 
you to stop.Yamete kudasai.

Table 2.  Language shift in Shizuka Mama’s talk
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