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Introduction

Researchers present divergent opinions concernimfgs sof meaning. Some
scholars regard translation shifts as a negatifectefof a translation process
and criticize introducing modifications to the soartext (ST). Others argue
that there are various situations when such slaifes simply impossible to avoid,
e.g. in the case of humour translation.

This thesis explores the notion of shifts of megnin humour translation.
The study is based on a popular animated filhrek.The film constitutes a perfect
subject for the discussion due to numerous exanuflésanslation shifts that can be
noticed between the source and the target text (TT)

The aim of this study is to prove that shifts ofameg in the case of humour
translation inShrek are unavoidable and even desirable, and that thsylt from
the specificity of dubbing and humour translation.

My analysis is based on the comparison and desumipif various differences
in meaning between the original English dialoguesbpld face) and the translation
by Bartosz Wierzkita — the author of the Polish version $hrek (underlined).
The literal translation of the source dialoguegrsvided in square brackets.

The thesis is divided into two chapters. In thestfirtheoretical part, humour
and various aspects connected with humour traoslatie described, and the translation
of dubbed films is examined. The analytical pamsists of four subsections, in which
shifts of meaning in the Polish translation $firekare discussed and the possible

reasons for introducing them are analysed.



1. Theoretical part

1.1. Humour

1.1.1. The definition of humour and its types

Humour is a well known and, at the same time, imgagn complicated and
difficult to define phenomenon. Generally, it isdenstood as a tendency to provide
amusement and evoke laughter. Vandaele explains hitmour is ‘whatever has
a humorous effect.” In his words: ‘humour as a nmegreffect has an undeniable,
exteriorized manifestation.” This manifestation malye laughter or smile
(2002: 150-153). For the purpose of this paper, sumwill be defined as a humorous
effect, while translation of humour will be integped as a way of achieving this effect.

Humour can be divided into verbal and visual. Basedvords, verbal humour can
be written or spoken. The most common kind of viethamour is play on words,
for instance puns, riddles and limericks (Vandag@02: 155). Visual humour,
on the contrary, does not use words in order tadymwe humorous effect, since
it concentrates on what the addressee can see atilizes the situational humour, it is
for example a comedy film or a farce. Situationahmour is based on a humorous
situation One type of situational humour, and at the same of the visual humour,
is a practical joke i.e. a joke that involves a gibgl action, not words. Some types
of humour can be understood both as verbal andliswgy. an irony, a parody, a satire

and an allusion.

1.1.2. Translation theory and humour

Humour translation can be considered in terms obua theoretical approaches.
According to the theory of Nida two kinds of equerace can be distinguished: formal
and dynamic. The formal equivalence concentrates tlom message conveyed
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by the source text. The message of the targetsteotild be as similar to the ST as
it is possible. By contrast, the dynamic equivaéeriocuses on the effect evoked
on the recipient. The translated text should infaee the target recipient (TR)
in a similar way as the ST influences the sourcgrent (SR) (Nida 2004: 161-165).
The definition of humorous translation given in tiwst paragraph isonsistent with
the pragmatic approach and the dynamic equivalpresented biida. The pragmatic
approach is consistent with the approach of Vamdaeho focuses the attention
on the final effect. A humorous text should be amgg$or the TR in a corresponding
way to the SR. In one of the interviews Wierghiemphasizes that: ‘If for the first five
minutes the viewer of the original version of tllenflaughs loudly, for the next five
minutes he is lost in thoughts, then is moved,landhs again, the Polish viewer should
react in a similar way, more or less in the samenerds and with the same intensity’

(www.film.onet.pl)*

1.1.3. Difficulties related to humour translation

A translator may encounter a whole range of problevhile translating humour.
Vandaele emphasizes that due to numerous diffesylthe humour translation is not
an easy process. Cultural and linguistic differenbetween language communities
create probably the most serious problem that askagor of humour has to cope
with For the reason of these dissimilarities a gtator may find translating
culture-oriented humour immensely complicated aorsome cases, even impossible.
In different cultures people laugh from differertings. There is a gap between
recipients from various cultural systems, which ifests itself in different objects

of jokes (Vandaele 2002: 163-165).

! All fragments of the interviews with Bartosz Wibiga are my own translation.



1.1.4. Possible translation strategies in humour translatn

While rendering a given text into another languagetranslator has to adopt
a certain general approach to the text and to dicpkr translation problem
— an appropriate strategy of translation. Transkt@hoice may be determined
by various factors, such as the nature of the texiture, the target language (TL)
and the source language (SL), as well as the oektbetween them. In order to cope
with the above-mentioned problems that emerge dutime process of humour
translation, a translator may apply various traimtastrategies, such as: reproducing,
substitution, domestication, omission and compémsat

Reproducing a joke is employed when some format ke exists in the source
culture (SC), yet it cannot be found in the targdture (TC). If such a situation occurs,
a translator has to reproduce a joke (Attardo 2@88). Reproducing is related
to the domestication strategy, which is appliedrder to make a certain joke from
the ST amusing for the TR. Domestication is a nterdl translation aimed to adapt
the source text to the knowledge of the recipiet @ his way of perceiving the world,
determined by his/her language and culture. The @&irdomestication is to produce
a TT as similar to the non-translated text as jdsg¢Chtopicki 2006: 29).

Substitution is replacing a joke from the SL withddferent one that will be
comprehensible and amusing for the addressee tnenT€. Similarly to reproducing,
the reason why this translation strategy is applied in the cultural differences.
Attardo calls substitution a free translation amgpbasizes that even though it is not
a translation at the semantic level, it can be ssgftl as long as it ‘elicits the laughter
that the speaker was seeking.’ (2002: 189)

Omission as a translation strategy is used in tlestroomplicated cases, when
a translator finds it absolutely impossible to rend joke into the TL. Omission is often
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connected with the compensatory strategy. In thseca translator compensates for
the loss of a joke that was not translated by duoing another joke, which is not
present in the ST, in a different place of the.text

Omission and compensation can be discussed in ctbonewith ‘gain and loss’
in the process of translation. A joke which is m@nslated into the TT is regarded
as a loss in translation, whereas a gain is a jokieh is inserted into other part
of the TT in order to compensate for the previauss |(Gottlieb 1997: 222). Gottlieb
distinguishes three factors that may cause losgranslation. ‘Language-specific’
constraints, connected with the presence of urataide elements in the original
which fail to have linguistic counterparts in the.,Tconstitute the first factor.
The second type of constraints, ‘media-specifis, related to language transfer
(in the case oShrek,to dubbing). The constraints of the last type dbsdr by Gottlieb
— ‘human constraints’ result from lack of talentterest or experience of a translator
or the lack of time (1997: 216). Gottlieb does rs#ty anything about culture
dissimilarities that may cause problems during humtranslation or even make
a humorous text untranslatable. For the purposethid study ‘culture-specific’
constraints should also be differentiated, thesk lvg, for example, culture-bound

allusions which in most cases are untranslatable.

1.1.5. Humour untranslatability

While translating a humorous text, a translator nmemcounter the problem
of untranslatability. Catford distinguishes two dsnof untranslatability: linguistic and
cultural. The former arises when ‘there is no lakior syntactical substitute in the TL
for a SL item.” The latter results from ‘the absernn the TL culture of a relevant

situation feature for the SL text’ (qtd. in Basst8©2: 32). Popovialso describes two



types of untranslatability, however, he does nokena distinction between linguistic
and cultural. According to him, the first type i#& situation in which the linguistic
elements of the original cannot be replaced adeguat structural, linear, functional
or semantic terms in consequence of a lack of @notor connotation.” The second
type is referred to as: ‘A situation where the tiela between the creative subject and
its linguistic expression in the original does fintl an adequate linguistic expression

in the translation’ (qtd. in Bassnet 1992: 34).

1.1.6. Shifts of meaning in humour translation

Due to the above described translational diffieslticonnected with humour,
as well as humour untranslatability, the transtatad a humorous text may involve
shifts of meaning. The term ‘shifts’ denotes chant@t may occur between ST and TT
in the process of translation (Bakker 2000: 22@pd¥i explains shifts of translation
as ‘all that appears as new with respect to thgirai, or fails to appear where it might
have been expected [...]' (1970: 7®ifferent classifications of shifts exist, however,
for the purpose of this study | will focus on prbhathe most popular differentiation
among researchers: the distinction between obligaiad optional shifts. The former
are connected with the divergences that exist ktwe/o linguistic systems, while
the latter are introduced due to ideological, stidior cultural reasons. Shifts may be
considered in terms of the negative and the pes@pproach. According to the first
one, shifts are unnecessary transformations of a ti&at should be avoided
by translators. The representatives of the secopgroach perceive shifts
as indispensable changes, constituting a way dingeaith systemic dissimilarities

(Bakker 2000: 226-230). In this study a positiveraach will be taken.



1.2.Dubbing

1.2.1. The definition of screen translation and dubbing

In recent years the translation studies turned tt&ntion to the practice of screen
translation, which is extremely widespread nowad&gseen translation is the process
of translating the audiovisual texts displayed omscaeen. Generally, it is referred
to dubbing and subtitling. In this paper the aitantwill be focused only on dubbing.
The translation for the purpose of dubbing doesneaessarily involve a transfer from
one language to another. Nevertheless, this termallys concerns recording
and replacing the source language voice track whth voice track in the target

language (O’Connell 2007: 123-125).

1.2.2. Advantages of dubbing

The main advantage of a dubbed film is connectdati Whie fact that the viewer
does not realize that the movie was produced iff@ent language. Such an effect can
of course be achieved as long as the produced ldatems is of good quality.
Ascheid emphasizes that ‘[...] the dubbed film appeara radically new product rather
than a transformed old one, a single text rathanth double one’ (1997: 40).
Wierzbkta says even that: ‘[...] dubbing in general is a tdégeption — in some way
it is an attempt to persuade the viewer that thien fihas been produced
in Poland’ (www.film.onet.pl). The same point ofew is presented by Danan,
who describes dubbing as ‘an attempt to hide tiheidgo nature of a film by creating
the illusion that the actors are speaking the vissndanguage [...]" (1991: 612).

What is more, good dubbing allows viewers to fullppreciate a film, due
to the fact that they do not have to focus theierdion on subtitles. As a result,
they may concentrate on the visual and sound asygettte film, their attention is
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not distracted, and the visual and sound integyitg film is not disturbed. O’Connell
claims that dubbing ‘allows for less concentratere relaxed viewing’ (2007: 126).
Owing to that, if the main aim of a film is to ertegn a viewer, dubbing would be
a better solution than subtitling.

The advantage for the translator of a dubbed fiémthat there is no burden
of the original (Ascheid 1997: 40). Viewers do rwar the original text in a SL,
as it is in the case of subtitling, and consequyetitle translator’'s work is much easier.
Translators have greater freedom in the processmo$lation, because there is no need
to adhere to the original as much as in other kiofdganslation. They can introduce

changes in the text to make it sound more natumcldmmestic in a TL.

1.2.3. Constraints of dubbing

On the other hand, dubbing imposes on a translatonerous constraints.
A translator cannot use footnotes to explain vagsaes that may not be understood
by the recipient. Moreover, the dialogues have @oshort, and there are cases when
a translator has to shorten the translated textouttlosing the sense of the utterance.
However, the main restriction is the need of syaolmation. In any other kind
of audiovisual translation, synchrony is of such teemendous importance
as in dubbing.

Chaves (2000: 114) and Diaz Cintas (2001:41) dmscrsynchronization
as the harmony between the translation and thenbgements. In fact, it is only one
aspect of synchronization. In the words of Luyksgnchrony is ‘the replacement
of the original speech by a voice-track which isaghful translation of the original

speech and which attempts to reproduce the timphgasing and lip movements



of the original’ (1991: 73). Chaume Varela distirgies three main types
of synchronization: phonetic, kinetic and isochr@¢g904: 41).

The phonetic synchrony is also referred to as Vipckrony. This term denotes
that the translated dialogues should be precisglgctsonized with the lip
movements of the screen actors or the charactersthenscreen. The second
mentioned kind of dubbing synchronization is thenekic or body movement
synchrony. Isochrony, called also synchrony betwet@rances and pauses, consists
in matching the translated dialogues and the tiniethe character’s utterances
(Chaume Varela 2004: 41).

The success of a dubbed film depends greatly onoad gsynchronization.
In the case when producers fail to provide a gaemlization of each of the above
mentioned types of synchrony, the viewers will @iy realize that a film is a foreign
production. The dialogues will sound unfamiliar anthatural. What is more, viewers
will not be able to enjoy a film fully, because ithattention will be focused
on the negative elements of the film, precisely the lack of synchrony.
As a consequence, the film will not be considereph@d one. Kahane emphasizes that
in good dubbing all the differences between theradtar and the dubbing actor

become invisible (1990-91: 116).
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1.3.Shrek as an example of a dubbed comedy film

Shrekis a computer-animated American comedy film preduby DreamWorks
Animation. Three parts of the film were createshrek (2001), Shrek 2(2004),
Shrek the Third2007). The specificity of this comedy productioeslin the fact that
it is directed both at children and adults. The moplot is based on the parody
of commonly recognized fairy tales and of the madémerican pop culture. The plot
is relatively simple and humour of the film is apfeeg to children. However,
at the same time the production is saturated witimarous references and allusions,
and with adult-oriented humour, e.g. puns, thatl ok easily understood only
by the adult audience.

Due to the above mentioned features of the film,eMbita encountered
a wide spectrum of difficulties during the procedstranslation. Since the addressee
of the Polish version comes from a divergent caltwystem, he faced the problem
of rendering humour of the film into the Polish dalage. He had to find a solution
to the cultural differences and linguistically ervied humour, as well as a way
of producing dialogues amusing both to adult andlden audience. Taking
into consideration the constraints of dubbing anttuce-specific humour discussed
in the previous chapters, it was certainly not asyeassignment for the translator.

Shrek movie is rich in various kinds of humour. Extregnehigh content
of humorous elements can be observed, for exanmtee language of the characters,
who frequently use irony and puns. The most evidespecially for younger viewers,
Is situational humour. With the film characters ngeiinvolved in numerous comic
situations, a vast number of practical jokes carsd®n during the action. On the one
hand, visual humour of the film facilitates the waf a translator to a great extent,
since the viewer sees what is happening on theescrand does not need
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any commentary to appreciate the humorous aspeitteomovie. On the other hand,
given that it limits the possibility of dialogue wtifications and departures from
the ST, visual humour is an impediment for a traios!

The need of the ST modifications i®shrek translation may be caused
by culture-oriented humour. Ag was mentioned above, the movie is a parody
of the most popular fairy tales and of the modeuftuce, which manifests itself
in numerous references to well-known films, celigdsi and to the social realities
of the United States. Language-based jokes, suclpuas that are not amusing
for the TR, constitute another problematic issuéeyl may lead to various
modifications and sometimes even to omissions. ushscases translators face
the problem ofcultural and linguistiauntranslatability, and they must apply a proper
translation strategy.

The use of a certain strategy by Wiertdi is related to a specific type
of humour and to a kind of translational problemnmected with it. By virtue
of numerous kinds of humour present in the moviatious types of translation
strategies were applied during the translatioslofek In many cases departures from
the original were unavoidable. The choice of aaterstrategy depended also on the fact

that the translator had to take into considerati@nconstraints of dubbing.
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2. Analytical part

2.1.Shifts of meaning

Comparing the original version dshrek with the Polish translation, one will
certainly notice numerous dissimilarities betweenglish and Polish dialogues.
Wierzbkta introduces various changes into the film. Sorheéhem are only slight
modifications, and the others change the sense pértcular utterance radically.
However, all of them are a result of a conscioanglation strategy.

In some cases Wierzfpa decides to substitute or reproduce a SL jokeesthere
iIs no way of translating it literally and achieviige humorous effect in the TL
at the same time. The translator adopts a dynappooach. He focuses on producing
the same effect on the recipient as the ST. Anothason why Wierzbta changes
the ST is the compensatory strategy. In order tapamsate for the loss in translation
of some jokes, he introduces a witty dialogue ia filace where there is no joke
in the ST. Modifications are also made when thera iprobability that a particular
line would be incomprehensible for the TR, duehe presence of an element typical
for the SC. In such a case domestication techrnigjapplied.

Dialogues modifications are possible because ofspecificity of Shrekmovie.
First of all, what enables the translator to irdegfin the sense of the characters’
utterances is the fact th&hrekis a dubbed film. The TR does not know the origina
version of the movie, and as a consequence he/shidwot notice the eventual
dialogue changes. What is neStrekis an animated film with an abstract plot which is
not directed to a particular community. These aabodues that make the film either
American or Polish viewer-oriented (Uriska n.d.). For this reason a translator can
introduce dialogue modifications without changihg essence of the plot. Furthermore,
Shrekis a humorous film, and its script is a humoroest.t According to Chtopicki,
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the common feature of humorous texts is the lackdeéper cohesion of threads.
For this reason the sense of the original can balifred in order to evoke
the intended comical effect (2006:30).

Lewicki notices that ‘Because of the fact that theanslation functions
independently of the original, the equivalence it a factor that determines
the reception of the translated tef@002: 44; translation mine). He also observes tha
the majority of recipients of a translation do moiow the language of the original
and the original itself (2002: 44). For this reastthe TR would not notice the changes
of the ST. Moreover, a recipient goes to a cinemarder to enjoy a movie, not to
compare the source and the target version of diaeg

Furthermore, Janikowski argues that in the cadénoftranslation it is immensely
difficult to define what constitutes the source ttex whether it is the script
or the dialogue list. Consequently, it is impossiltb specify what the translator
should be faithful to (2005: 40).

Of course, dialogues can be modified only to sucheatent so as not to be
in contrast with the image on the screen. They Ishalso fit the context, the plot
and the convention of the film. The translation \Wierzbita meets the above
conditions. Please consider the following:

Example 1 $hrek 2
| got to get out of here! | got to get out of here¥ou can't lock us up like this! Let me go!
[Musze si¢ stad wydosta! Musz sie stad wydost&! Nie mazecie nas tu trzyngaw zamknéciu!

Wypusécie mniel]
Btagam, wypdcécie mnie sid! Jestem nieletni! Mam chore nerki!

Example 2 $hrek 2

You don't exactly smell like a basket of roses.
[Nie pachniesz jak koszyk =g
Ty tez tam bratkow nie hodujesz!
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Example 3 $hrek 2

That's me: the noble steed. Waiter! How 'bout a bowWfor the steed?
[To ja: szlachetny rumak. Kelner! Co z misegzka rumaka?]
Nie rébmy draki, od tegamsumaki. Hej, kelner! Marchew dla bohatera!

Example 4 $hrek

All right. You're going the right way for a smacked bottom.
[Dobra. Jestena dobrej drodze do tegmbym sprat ci tylek.]
Stuchaj, jeszcze chwila i otwaravytwornie salami.

In the first two instances only slight changes banobserved. They do not affect
the sense of the utterance. In order to make thlglie more interesting and funny
for the TR, in example 1 a piece of new informatisnadded: Donkey claims
that he is under-age and has renal failure. In @kan2 the sense of the line
is conveyed less directly and more ironically, whatrengthens the humorous effect.
In both instances the modifications are introdu@edorder to make the TT more
amusing for the recipient. The same situation acaurexamples 3 and 4, but in these
cases the tone of the statements is changed ngmécantly.

The overtone of the Polish fragment quoted in elam3 differs
from the original. The situation is the followin@onkey enters the chamber where
Fiona and Shrek eat dinner together with Fionarems. When the king sees Donkey,
he shouts at him, but Fiona explains that Donkelpdtie Shrek rescue her from
the tower. Then Donkey says the above cited Imé¢hé English version Donkey admits
that he is the noble steed, as Fiona named him, @amcebeing proud of this fact, asks
the servant for the place setting for him. In the By contrast, Donkey does not call
himself ‘a noble steed’, he even denies it: ‘Nidoomy draki, od tego asrumaki.’
Wierzbita inserts a rhymed witty sentence which changes dbnse conveyed
by the ST, however, by doing so, he strengthensctdmeical effect. Another change

in this fragment is replacing a bowl with a carrdthat results in increasing
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the humorous effect as well, since these are cathatt horses are fed on. A carrot
creates an association with a horse, in this cafeansteed, and consequently evokes
laughter.

In example 4 the line in the SL is said by Shrelowdarns Donkey that unless he
stops humming, Shrek will become angry and will asi Donkey's bottom’.
The statement is informal, direct and relativelgat| whereas the Polish sentence
is much more ironic. Literal translation would rm# so comical in this case, but still
it is understandable that at first glance the shied modification seems too drastic.
Chuck Mitchell — the president of Voices in the $Aithe company that was responsible
for foreign dubbing forShrekproductions, had serious doubts about introducingn s
a change into the TT: ‘I said, wait a minute, | ddhink so. | mean, it's one thing
to have Shrek say he's going to kick Donkey's hbtst;another to have him dragging
him off to the meat house.” However, when Wieg¢tbiexplained him the meaning
of the Polish sentence, he agreed that insertiagablove-mentioned modification was
a good idea, and he even defended the introducecthahges: ‘We had a great
translator. | trusted him. There were lots of tisingat had to be changed because
a lot of the fairy tales they use 8hrekare not known in Poland. So we used dialogue
to add some Polish fairy tales’ (www.boston.com)ohe interview Wierzlta justifies
his translation strategy, emphasizing that ‘Theeermany ways of saying that the sun
sets’ (www.film.onet.pl).

The modifications introduced in two last instanees evident, but in fact they do
not change the tone of the utterance completelgxample 3 in both language versions
Donkey is proud of the fact that he was called &leosteed, but he shows

it in a different way. In example 4 the overall sens not modified, it is just conveyed

16



by the use of a completely dissimilar mode of egpi@n. In both instances of the TT
the humorous effect is evoked by use of differeaains than in the ST.

In the examples mentioned below the translatoothices the alterations, taking
advantage of the fact that a certain line is spolgra particular character or that
the dialogue appears in a specific situation innloevie. Despite the fact that the Polish
translation presented in all of the following exdespchanges the sense of the ST
to a smaller or greater extent, in all the casétsithe context perfectly. Consider:
Example 5 $href

Oh, gosh, no one invited us.
[O rety, nikt nas nie zaprosit.]
Ej ty, no nie ladz taki drewniak.

Example 6 $href

He huffed and puffed and he signed an eviction naté.
[Chuchal, sapat i podpisat nakaz eksmisji.]
Dmuchat, chuchat i zagdzit, swinia, eksmisg.

Example 7 $hrek 2

Pigs und blanket!
[Swinki i koc!]
Podrzémy jej swinig!

Example 8 $hrek 2

Hey. Why the long face?
[Ej, czemu macie smutne miny?]
Co, zrobili was w konia?

Example 9 $hrek the Thirjl

Start talkin’.
[Zacznij gada.]
Mam na ciebie haka.

The first quoted fragment is said by Pinokio to Reynwho is explaining to Shrek
that it was not him who invited the fairy tales airges to Shrek’s swamp. Taking

advantage of the fact that Pinokio is a wooden ,ddWllierzbkta transforms
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an unhumorous sentence into an amusing statemBind: badz taki drewniak.’
The Polish word ‘drewniak’ comes from the word \Wre®’ — in English ‘wood’,
and it defines a stubborn, uncompromising and poh&neous person.

In example 6 the overall sense of the utteranasoischanged. At the beginning
of the SL sentence an allusion to the télee Three Little Pig®ccurs: ‘He huffed
and puffed’, which is translated almost literallihe information concerning an eviction
is also rendered into the TT. The difference betwt® two language versions lies
in the word $winia’ from the TT, which is an insult in Polishké ‘a pig’ or ‘swine’
in English. The one of three Pigs calls Lord Faegudwinia’, because he has signed
the eviction order. The humorous aspect of thisestant is connected with the fact
that it is said by a pig itself. Similar situatitakes place in example 7. The cited line is
said by one of the three pigs when it is throwrm itite air on a blanket by two other
pigs in order to attack the Fairy-God-Mother. Thadigh translation is a transformed
Polish saying: ‘podly¢ komus swini¢’” which means ‘to play a filthy trick
on somebody’.

The sentence presented in example 8 is said bysDtre sister of Cinderella,
to Shrek, Donkey and Puss who are sitting sadeabdn. After drinking a magic elixir
Shrek and Donkey changed into a man and a hor&ingradvantage of the fact that
Donkey is now a horse, Wierza inserts a humorous dialogue instead of a neutral
literal translation. He uses a Polish saying: ‘zédtwgas w konia’ which means ‘to con
somebody’. The introduced saying contains a Polisid: ‘kon’, meaning ‘a horse’.

In the last instance the translator creates a dation with Captain Hook, who
says the quoted line, by introducing a well-knovwatigh saying: ‘mié na kogdé haka’

— ‘to have something on somebody.” A Polish wordkhmeans in English ‘a hook'.

The sense of the utterance is changed, howevehumerous effect, which is evoked
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by the similarity of the captain’s name and the dvgpoken by him, compensates
for this change.

In some cases Wierzita goes even further and he does not modify theb8tTadds
the Polish dialogues in the places where no di@sgue present in the original:
Example 10 $hreR
Can’t we just settle this over a pint?

[Mozemy przedyskutowato przy piwie?]
Moze oméwimy to przy bezalkoholowym? (Shreky [ib precelki. (Donkey)

In the above example Wierzba adds an extra sentence to the original.
The purpose of this action is to create a moreywdithllogue. Introducing additional line
Is possible due to the fact that in the moment wihensentence is spoken by a Polish
dubbing actor, Donkey is shown on the screen irh suavay that it is not visible
whether he says something or not. The extra semtétscthe context — it is strictly
connected with Shrek’s suggestion: ‘& omdéwimy to przy bezalkoholowym?’
and it constitutes an answer to it, although Slerekiestion was not directed at Donkey.

Some of the instances presented in this subsecdom the examples
of domestication, e.g. when Wiergta introduces a Polish saying: ‘po#§dé komus
swini¢’ or ‘zrobi¢ kogas w konia’. Domestication as a translation strategil be

discussed in the following section.
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2.2. Domestication

Domestication, which was explained in the theoe¢tpart, as a translation strategy
seems particularly appropriate for a humorous texthis case for a humorous film,
owing to the fact that the mere plot of a comedynmt crucially important.
The objective of humour translation is to recondtriihe target text in such a way
that a reader would discern the humorous potenfidhe source text and as a result
would become amused. As Chiopicki points out: ‘Detigation is [...] an intrinsic
feature of the humorous text translation, differingm other translation strategies in
putting emphasis on comparing the “strength” (thenbrous effect) of the original
and the translation [...]' (2006: 39-40; translationine). He argues that substitution
in the translation of a humorous text is a normmatpce.

Chiopicki and Lewicki apply a term ‘adaptacja’,Emglish ‘adaptation’, which is
a broader notion than domestication. However, tbéntion of adaptation given
by Chtopicki and Lewicki is similar to the defiroti of domestication. For this reason,
while discussing their point of view, the term ‘destication’ will be used. Lewicki
defines domestication as a translation strategyrésalts in obtaining a TT without any
elements of foreignness: ‘[...] the recipient recsiwmits and features of a text, which
to no extent attract his/her attention and do mobgyond the sphere of his/her normal
[...] linguistic experience’ (2000: 144; translationne).

The most important advantage of domestication exjsais that the TT sounds
familiar to the TR and it is not discernible thatis a translated text. Janikowski
emphasizes that what viewers value most is theralakss of the text their hear
(2005: 42). Domestication, in the case of suchlma &s Shrek is justified also due
to the fact thatShrekis a dubbed movie, and as Danan claims, dubbinghtou
to ‘hide the foreign nature of a film’ (1991: 611).
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What is more, domestication is applied when the Ry not understand
culture-bound units of the ST, which in the caseaofcomedy film may result
in the lack of a humorous effect. Please consilderfollowing examples fronshrek
movies:

Example 11 $hrek 2

First there was the time that old farmer tried to €Il me for some magic beans. Then this
fool had a party and he have the guests trying toip the tail on me. Then they got drunk
and start beating me with a stick, going "Pifiata!!" What is a pifiata, anyway?

[Najpierw stary farmer prébowat mnie sprzéda trocls magicznej fasoli. Potem ten gtupek
urzadzit przyjecie i jego gdcie chcieli mi doczegiogon. Nasipnie kompletnie siupili i
zaczd bi¢ mnie kijem, krzyczc ‘Pifata!!” Co znaczy pifiata’ tak w ogdle?]

Najpierw jeden farmer chciat mnie sprzéda ziarna magicznej fasoli, do €igi¢ nie
pozbieratem. Potem niejaki Krzysztof z Prosiaczkiguarli s, ze trzeba mi przeszczepi
ogon, kompletnie na bani ganiali za grmmiotkiem, krzyczc ,przybijaj, przybijaj.” Byte
kiedy§ w takiej sytuacji?

Example 12 $hrek 2

Coffee and a Monte Cristo, now!
[Kawa i Monte Cristo, ale j]
Kawa i Torcik wedlowski, ale migiem!

In the above instances the sense of the ST is raddiHowever, the introduced
modifications are fully justified due to the presenof the elements that may
not be understood by the target audience. Whatoie nthey fit the context perfectly.
In order to evoke laughter, the translator havegpart from the original. In these cases
the literal translation can not be applied. Thenges in the ST make dialogues
comprehensible for the TR, and as a result, enabiéher to appreciate the humorous
function of the film.

In the line quoted in the first example Donkey namd ‘pifiata’, which is a paper
container filled with candies or toys, used to bede special occasions. In order
to collect sweets and toys hidden inside ‘pifiathildren hit it with a stick and break it.
‘Pifiata’ can have various shapes, there is a Doskape pifiata for example.

The humorous aspect of the English dialogue lighenfact that Donkey was mistaken

21



for ‘pifiata’. Polish viewer would probably not umgtand this joke because the term
‘pifata’ is not widely recognized in Poland. Thispiains why Wierzhjta introduces
Winnie-the-Pooh — ‘Prosiaczek’ and Christopher Rob+ ‘niejaki Krzysztof
into the Polish versionWinnie-the-Poohis a well known book in Poland, and
The Many Adventures of Winnie-the-Poby Walt Disney is even more popular.
For this reason the TR would not have any problevitt understanding the joke
based on the reference to the characters of theeabentioned book and film,
specifically to Eeyore. Eeyore is a donkey who lost tale, which was then found
by Winnie-the-Pooh and nailed back on by Christophe

By contrast with the preceding instance, the se@x@mple represents a situation
when the translator decides to substitute an elertiext would not be understood
by the TR with an element strictly bound to the i$tol culture. The phrase
‘Monte Cristo’ from the ST is a kind of sandwichteri served with fruits or with
clotted cream. The name has no equivalent in theL&aving the proper name without
any commentary, for which there is no space dueth® technical constraints
of dubbing, would cause incomprehension and woubd elicit laughter, since
Monte Cristo is not commonly eaten in Poland. Adoawgly, the translator replaces
‘Monte Cristo’ with ‘Torcik wedlowski’ — a name athocolate covered praline wafers
produced in Poland.

‘Torcik wedlowski’ is not an isolated example of ltcwe-specific elements
introduced into the Polish version 8hrek Watching the film, Polish audience would
hear about ‘Ser Podlaski’ — a kind of cheese (Exarh), about ‘sanepid’ — a Polish
state institution which controls the hygienic amghisary conditions in various places,
such as schools, factories, hospitals (Example dddut ‘spotka z 0.0." — a limited

liability company (Example 15) or about ‘kadra jordw’ — the Polish football team
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consisting of younger players (Example 16). Whileexample 12 a culture-bound unit
in the TL is a substitution of culture-bound wordrh the SL, in the above cases no
such situation takes place. Moreover, no risk otomprehensibility occurs
in the instances described in this paragraph. Wieiez applies words specific
to the Polish culture in order to create more angisiialogues. Literal translation
would result in not particularly witty lines, thetwhy the translator uses domestication
in order to increase the comic effect. The reasoihis is the compensatory strategy.
The above-mentioned examples will not be discussagharately, since
the conclusions are similar for all of them. Thdyadifference is that in examples 14
and 15 the sense is changed considerably, whereasvd remaining instances
no striking change in the sense of the utterancarsc
Example 13 $hreR

| found some cheese. Blah! Awful stuff.
[Znalaziem jakd ser. Fuj! Obrzydliwy.]
Znalaztem ser. Ble! Podlaski.

Example 14 $hrek 2

We are from the union.
[Jestémy ze zwazku zawodowedo.]
Jestémy z sanepidu.

Example 15 $hrek 2

Pray for mercy, from Puss...and Donkey!
[Pros o wybaczenie, Kota...i Ostal]
Spotka z 0.0. czyli Kot...i Osiof!

Example 16 $hrek the Thirj

How feel Shrek juniors?
[Jak sé mie¢ mate Shreki?]
Jak tam nasza kadra junioréw?

The instances presented below constitute perfeeimples of domestication.

The translator achieves the comic effect thanks ttansforming the ST
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in such a way that it sounds similar to the phrasesentences which the TR hears
every day. In example 17 the translated text: ‘@rag/ciem przeczytaj ulotk badz
skonsultuj s; z lekarzem lub farmaceut is identical with the sentence spoken
at the end of every TV commercial of medicines ataRd. The second instance refers
to the sentence that can be heard while callingraatic customer service in Poland:
‘Niestety wszystkie linie & chwilowo zagte.” Two last sentences are commonly used
by mobile network operators in Poland: ‘Zapraszamntbjego salonu. Nasi doradcy
pomog Ci wybra plan taryfowy.” The familiarity of the created ftigues is the key
to the successful joke, because while hearing stelhknown sentences in a foreign
production, the TR reacts with laughter.

Example 17 $hrek 2

Warning: Side effects may include burning, itching,00zing, weeping. Not intended for
heart patients or those with... nervous disorders.

[Ostrzezenie: Dziatania uboczne mpgbejmowd: poparzenie, sgdzenie, katar, ptacz. Nie
stosowa u pacjentow z chorobami serca lutniestabilnych psychicznie.]

Uwaga. Dziatanie uboczne obejmuje: padacglepot, biegunk, wymioty. Przed gyciem
przeczytaj ulotk, badz skonsultuj si z lekarzem lub farmaceut

Example 18 $hrek 2

This is Fairy Godmother. I'm either away from my desk or with a client. But if you come
by the office, we'll be glad to make you an appointent. Have a "happy ever after.”
[Méwi Wrdzka Chrzestna. Nie ma mnie teraz w biurze lub roziswawvz klientem. Jeeli
przyjda Paistwo do biura, z przyjemsdoia uméwimy Pastwa na spotkani€yjcie ,dtugo i
szczs$liwie”.]

Méwi Twoja Wré&zka Chrzestna. Niestety wszystkie liniechwilowo zagte. Zapraszam do
mojego salonu. Nasi doradcy pomdgi wybra plan taryfowy.Zyjcie dtugo i szczsliwie!

Another way of creating dialogues that sound natorthe target viewer is
introducing Polish proverbs, idioms or sayings. §ider the following examples:
Example 19 $hrek

She’s as nasty as you are.
[Ona jest tak okropna jak ty.]
Trafit swoj na swego.
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Example 20 $hreR

Okay, here we go.
[No to ruszamy.]
No dobra, raz kozie wio.

Example 21 $hrek the Thirg

The cat turned into a little horse that smells likefeet...What's there to get?
[Kot zamienit sie w matego konia, ktogynierdzi jak stopy...Co tu jest do rozumienia?]
Osiot wecielit se w kota i s¢ teraz odwraca ogonem, proste chyba.

The reason why Wierzéia uses such a translation strategy is the intetnti@btain
more humorous dialogues, which is also connectdt thie compensatory strategy.
In the first instance the translator applies a $Polproverb in an unchanged form,
whereas in the remaining examples he modifies theayings in order to strengthen
the comical effect. The Polish line from example i20an evident transformation
of a proverb: ‘Raz kozidmiert'. In example 21 the alterations introduced areneve
more complex — in this case Wierglai applies a Polish idiom: ‘odwrataota
ogonem’. Similarly to all the examples quoted irs tbhapter, the modified dialogues
perfectly fit the context. Moreover, in the lastaeple, the context even strengthens
the comical effect — Donkey has been transforméal Russ, but his tail has remained
unchanged. For this reason, the idiom that was usedample 21 can be understood
both literally and idiomatically.

In the next subsection further examples of applyshgmestication strategy
are presented and discussed. All of them are #tesjbased on culture-bound allusions,

which frequently cause translational difficulties.

25



2.3. Allusions

As mentioned in the theoretical part, the plotStirekis based on various kinds
of allusions — references to a particular persdmngt event, work of literature
or art. Authors of the film made allusions to aajreumber of fairy tales. Fortunately,
the majority of them are well known not only in tbaited States, but also in Europe.
Polish viewers know such stories &inderella or Sleeping Beautywery well,
and for this reason, they will be able to understdmem and fully appreciate their
humorous function. The second type of allusionssgme in Shrek film series are
references to the popular film productions, fortanse:The Fellowship of the Ring,
Mission Impossibler Spider-Manand to TV serials such aBaywatchwhich a Polish
recipient is also familiar with. Allusions that eef to pop singers, actors and
the connotations with other aspects of Americatucelconstitute another category.

As long as a reference is made to such a world-vkidewn film as Alien
or an extremely famous pop singer — Michael Jackgm Polish viewer will not find
it difficult to understand it. The majority of suchllusions in Shrek is based
on the visual rather than aural aspect of the famg as a consequence, they are not
of translator’'s concern. However, some of the exfees constitute verbal allusions
In this case a translator can render it by the afsiieral translation, by introducing
small modifications or by replacing it

A problem occurs when an allusion is strongly bowodhe American culture
and it is not recognized outside the borders of tdauntry. In the words of Cordero:
‘Culture-bound concepts, even where the two cutt@e not too distant, can be more
problematic for the translator than the semantic syntactic difficulties
of a text’ (1984: 473). Furthermore, Leppihalme &agzes that ‘allusions require
a high degree of biculturalisation of a receiveradrder to be understood across
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a cultural barrier’ (1997: 4). The gap between Agger and Polish viewers is a serious
problem for a translator of a humorous text. Theseaudiences come from dissimilar
cultures, they have different experience and thagy of perceiving reality diverges
considerably. The Polish viewer is not familiar lwithe American culture to such
an extent as to understand all the allusions thareworiginally directed
at the American recipient.

Due to the lack of equivalents in the TC, the mgjosf culture-specific allusions
are untranslatable. As a consequence, they cdoss m translation. In such a situation
a translator is forced to findpmoper way of compensating for this loss and oflezimg
the humorous effect of the verbal references imte TL. The strategies applied
by Wierzbkta in order to achieve this aim will be discussetblw with descriptions
of particular allusions. Consider the following exale:

Example 22 $hreR

Ha, ha! That's right, fool! Now I'm a flying, talki ng donkey. You might have seen a
housefly, maybe even a superfly but | bet you ainthever seen a donkey fly.

[Ha, ha! Tak jest, gtupku! Teraz jestem latgim, gadagcym ostem. By moze widziateg
domowg muclg, maze nawet super mughale zatég sig, ze nie widziaté nigdy latajcego
osta.]

A jak ty glupku! Gadam, latam, petny serwis! Lakady maze! Czasem lepiej, czasem trgch
gorzej, ale niestety, ja mam talent! Ho-ho!

The quoted line is said by Donkey who began tafter having been accidentally
sprinkled with a magic dust. The words are an alluso the Walt Disney filnDumbq
which will be easily recognized in the SC. Unfortely, the connotation will be
incomprehensible for the TR, since the film is rmpular in Poland. Taking
the above into consideration, the translator deciweadapt the allusion to the TC
reality, and he replaces it with a completely ddéfa reference. The allusion introduced
by Wierzbkta concerns the song of Jerzy Koffpiewa: kazdy mae and it is

a paraphrase of the line$piewa: kazdy maze [...]' and ‘Bo ja s¢ wcale nie chwal,
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ja niestety mam talent.” The humorous effect ofdhlesion is additionally strengthened
by the fact that the song was sang by Jerzy Stwho dubbed Osiot — the Polish
Donkey, on the Opole Festival in 1977. What canobserved here is the creation
of the character of Polish Donkey based on the atation with the dubbing actor
and his previous roles. Wierzha takes advantage of the fact that Jerzy Stuhr is
a famous comedy actor and that Polish viewers wéitognize the allusion:
‘| tried to make use of the fact that Stuhr is gguaable and people associate him
with the famous catchphrases’ (www.dubbing.pl).@sesult of the chosen translation
strategy, he creates a reference that is amusitigetdR. The same strategy is applied
in the second example:

Example 23 $hrek 2

Bet your bottom... I'm coming, Elizabeth!
[Mozesz by pewna... id, Elizabeth!]
W czasie deszczu dziecesiudz...panie prosgz pandéw...dlaczego tu nie ma klamek?

The above English line is an allusion to the Amamicsitcom from the 1970’s
— Sanford and Sqgrwhich similarly to the first example is easilydarstood by the SR,
but not by the TR. Being aware of this fact, Wiegtd creates the reference to the song
of Kabaret Starszych Panow W czasie deszczu dziece siudzy and to the films
in which Jerzy Stuhr played one of the main rolesksmisja- ‘A dlaczego tu nie ma
klamek?’ andWodzirej — ‘Panie prosz pandw.” Owing to the lack of equivalent
in the TC, Wierzhjta substitutes the English allusion, which will ra# understood
by the TR, with completely different allusions tetTC.

In examples presented above, Wiegtdichooses substitution as a translation
strategy. The translator replaces an allusion ftoen ST with another one which is
dissimilar, however, comprehensible and comicaltf@ TR. The instances that are

provided below represent a different situation e translator introduces a reference
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to the TC, despite the fact that the ST lacks mlhss The reason for such an action is
the compensatory strategy. Wierghi employs an allusion in order to compensate
for the loss in translation — for the referencesthrer kinds of jokes that are present
in other parts of the text, but are not renderead the TT. For instance, i8hrek 2
different references which were not translated i@ TL can be found: an allusion
to the famous singerShirley Bassey or to the Keebler Company, which is
the second-largest manufacture in the United Stateducing cookies and crackers
With the references being absolutely incomprehdmsifor a Polish viewer,
the translator decides to introduce different irwggions. Since the new connotations
do not fit the context in this particular part diet movie, he places them elsewhere.
Consider the following examples:

Example 24 $hrek 2

See, you're allergic to that stuff. You'll have a eaction.
[Widzisz, jesté na to uczulony. Bdziesz miat reakejalergiczn.]
Aha, widzisz. J# masz uczulenie. W tym madpy¢ promile.

This is the allusion to the popular Polish filmSeksmisjain which Jerzy Stuhr
says to Baena Stryjkéwna: ‘Uwzaj, tu mog by¢ promile.” Once again the translator
refers to the dubbing actor’s previous role andthte words that would be easily
associated with him by the TR. As in the case efaltusion tocSeksmisjandWodzirej
described in example 23, the humorous effect liese hin the connotation with
the Polish film, the great role of Jerzy Stuhr &@imel humorous aspect of the line taken
from the film. Hearing the cited line, Polish viewenvho have seeSeksmisjavould
connect what they see on the screen with the costene from the film
and with Jerzy Stuhr, playing the role of MaksyamliParadys. That would increase
the comical effect of the introduced reference. @&tbaless, in comparison

with example 23, in this case the sense of the §Tnhat changed completely.
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The motif of allergy is retained in the TT, but teennotation replaces the clause
focusing on the allergic reaction, strengthenirghbmorous function of the sentence.
Example 24 $hrek 2

Um...Mary! A talking horse!

[O...jacie! Gadaicy kon!]
Czy jest suchy chleb dla konia?

The majority of Polish adult viewers would easi#gcognize the allusion to the line
spoken by Jaremy Gowski in the Polish TV serial Wojna domowaThe reference
fits the context perfectly. Shrek and Donkey, wias bhanged into a horse, are standing
behind the window. When the God Mother notices th8hrek says exactly the same
sentence as &owski in Wojna domowa The literal translation would not evoke
the same humorous effect in the TR as the trapslati Wierzbéta does.

Example 26 $hrek the Third

Good morning...good morning...to you and you and yo
[Dzien dobry, dzié dobry...dla ciebie, ciebie i ciebie.]
Cze&ié, czesé, czotem, pytacie gkl s wziatem.

The Polish translation of the example quoted abasealmost identical
with the fragment of the song sang by Zbigniew &sigwicz in the Polish comedis:
‘Dzien dobry, czé¢, czotlem, pytacie skl sk wziatem, jestem wesoty Romek, mam na
przedmiéciu domek [...]. Directed by Stanistaw Bareja in98D, Mis met
with great popularity among Polish viewers. Thenfiis known even by the younger
population. For this reason, the vast number ofpreats would easily recognize
the reference and fully appreciate its humoroustion.

Example 27 $hrek the Third
I'm building my city, people, on Rock 'n' Roll!

[Ludzie, moje miasto budgjna Rock ‘n’ Rollu!]
Wyrywam murom zby krat i Rock ‘n’ Roll!
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The cited fragment is spoken by the future kingraf Far Away — Artie. He is now
a teenager learning in a college where he is notelitliked person. Shrek comes
for him in order to place him on the throne. WhehreR explains to him that
he is going to be a king, the teenager says theeabne. The translator changes
the sense of Artie’s utterance, however it perjefits the context because Artie is
leaving a place in which he does not feel comfdetabhe context enables Wierzta
to introduce an allusion to the well-known Polishiotpst song Mury, more
specifically to its fragment: ‘Wyrwij muromeby krat [...]'. Written in 1978 by Jacek
Kaczmarski, the song became a widely recognizedosyrof the Polish communist
opposition.

All the examples that are presented above corstidlitisions to Polish films,
cabarets or songs. They are directed at Polishersewho lived in the 1970s and 1980s,
or to the representatives of the younger generatwho are familiar
with the realities of those days. Nevertheless, Rodish version ofShrek movies
provides also numerous instances of more receeter@fes. Wierzbia makes allusions
to the world of Polish politics and sport, and tw tsocial advertising campaigns,
as presented below:

Example 28 $hrek 2
Be good!

[Badz grzeczny!]
Pij mleko!

Example 29 $hrek 2

We are not going and that's final!
[Nie jedziemy i koniec!]
Nigdzie nie jedziemy, a zupa byta za stona!

Example 28 is an obvious allusion to the Polishidocampaign ‘Pij mleko!'.

It was directed to children and their parents, ismdim was to popularize drinking milk
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among children. As a part of the campaign variousalivertisements were broadcast
and a large number of billboards were placed inynRwolish cities. On account of that,
the campaign is wildly recognized by the Polishistyc and consequently, the target
audience would not have any difficulties in recagmgy the popular slogan ‘Pij mleko!
and in understanding its humorous purpose. Wietabintroduces this reference
in order to replace an original allusion to the Aiwen science fiction film
E.T. the Extra-Terrestrigirom 1982.

The second cited instance alludes to the words usedthe campaign
‘Stop przemocy w rodzinie’ which reads as follows:.] bo zupa byta za stona’.
The campaign was organized against violence in liesni Similar to the first
campaign, it used TV advertisements in order toeiase the awareness of the problem
in the Polish society. Consequently, the slogan easily recognizable. Wierzita
takes advantage of this fact and introduces arsiahuwhich evokes the desired
humorous effect.

Another type of the references applied by Wiegtzbiare allusions to politics and
sport, which come from the third part8ifirek
Example 3qShrek the Third)

| see... a rainbow pony.
[Widze... teczowego konika.]
Widze autostrady i stadiony.

Example 31(Shrek the Third)

I'll get it.
[Ja sk tym zajne.]
No i masz, becikowe.

The first allusion concerns the plans of the Polggdvernment to build new
motorways and stadiums before 2012, when the UEFR&ofean Football

Championship — Euro 2012 is going to take place dited words are spoken by Shrek
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when he is asked to say what he can see from tlo&esnin order to hide his inner
feelings, Shrek says: ‘Widzautostrady i stadiony.’” Watching an animated film
produced in the United States, suddenly the TRshttaat the main character dreams
about the same things as Polish citizens and htpdsthe government will fulfil
its promises. Apparently Shrek also waits for tlevnroads and modern stadiums
to be build. Not only does it surprise the TR, ibalso amuses him/her.

The second reference is connected with the governhiiaenily support project.
The Polish government pays parents for every nem-baby. This support is called
‘becikowe’. In the original version of the moviehen Shrek hears the cry of his baby,
he says to his wife: ‘I'll get it.” This situations certainly not as humorous
as the situation presented in the version withRbksh dubbing, in which Shredays:
‘No i masz, becikowe.” The context enables thedi@or to introduce the connotation
that elicits laughter from the TR. The humorouseaspof this reference is based
on the familiarity of the phrase ‘becikowe’ for tR®lish audience and on its meaning
in this particular situation.

The last type of allusions that will be discusseel the references to the famous
Polish radio speaker — Wojciech Mann:

Example 3ZShrek 2)

There's only one fellow who can handle a job likehtat, and, frankly...he don't like to be
disturbed.

[Jest tylko jeden kokg ktory maze sk tym zapé, | wierz mi....nie lubi jak mu siprzeszkadza.]
Kolego, patrz mnie na usta. Jest tylko jeden szpemiwemie t chryje na warsztat i wierz
mnie - radia to on stucha w pogod

Example 33 $hrek 2

Just leave the bottle, Doris.
[Po prostu zostaw buteikDoris.]
Zostaw cat flaszke Wojtus.
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In the second part oShrek Wojciech Mann dubbed Doris, who is presented
in the film as a transvestite. In the original Bors dubbed by Larry King, a well
known American radio presenter. With Wojciech Mahaing a dubbing actor,
Wierzbkta could introduce the allusion to his job: ‘[...Jdfa to on stucha w poged
The clause is not extremely comical itself, howewethe combination with the voice
of the famous radio presenter, it would certairdyse the intended humorous effect.
What makes the phrase amusing is also the infdanglage: ‘Jest tylko jeden szpenio
co wemie & chryje na warsztat.’ In the ST the language of Doris|# anformal,
but not to such an extent as it is in the TT. Ideorto strengthen the comic effect,
Wierzbkta inserts into the TT the linguistic mistakes -atfg mnie na usta’ and
‘wierz mnie’ are used in the Doris’ utterance isgtef linguistically correct: ‘patrz mi
na usta’ and ‘wierz mi’. In the second exampletiia@slator replaces the name ‘Doris’
with the diminutive form of the name of the presentWojtus’, despite the fact that the
name ‘Doris’ is used in every other parts of thdidhoversion. It is an evident
reference to the Polish radio speaker. The intredwalusion and the linguistic ways
of humour creation enable the TR to appreciatehtim@orous potential of the above
cited fragments.

All the above presented examples represent a temallitranslation of humour.
The translator adapts the culture-specific allusitmthe Polish realities or introduces
an allusion, although no reference is present énSfi. Employing such a translation
strategy may result in differences between the eseof a particular utterance
in the ST and its sense in the TT. Nonethelessthallchanges introduced in the TT
perfectly fit the context of the movie, and do mdtange the sense of the film
as a whole. They are not in any conflict with thetpwWhat is more, they help to create

dialogues which are more amusing for the TR thafodues translated literally.
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2.4. Puns

In the case of the examples provided in the presvgwbsection, it is the cultural
untranslatability that causes most of the trarmtai problems. In this subsection
the linguistic untranslatability connected with ghieesence of puns in the ST is going
to be discussed. As it was described at the beagynof this thesis, the linguistic
untranslatability occurs when no substitution fdinguistic element from the SL can be
found in the TL. The linguistic inequality of thé. &nd the TL is especially problematic
in the case of puns translation.

Puns are the language-based jokes, where a wordbmagplaced with another
that sounds and often looks similar, but has andis¢te meaning (Attardo 2002: 177).
In other cases a word which has two different pretiations in a given context may be
used. This replacement or ambiguity which is nqieeted by a reader is the core of this
type of word-games.

Hardly ever is it possible to translate puns litgraln the majority of cases
the most effective translation strategy is reprddac However, there are some
situations where a translator fails to translapadicular pun. In the first part &hrek
for example, the humorous aspect of the followinthguous sentences is not rendered
into the TT: ‘I have to save my ass’ and ‘You slibsiveep me off my feet, out yonder
window.’ In the first instance the phrase ‘to sawg ass’ can be interpreted as ‘to save
my donkey’ or ‘to save myself. The phrase ‘to sweme off my feet' can be
understood literally, but it has also idiomatic meg: ‘to make somebody fall in love
suddenly’. In the Polish version only one interptiein is possible, and what is more,
it lacks the comical effect: ‘Czeka na mnie jederob and ‘Powiniené wzia¢ mnie na

rece, zjeché& po ziotej linie.” Wierzbt¢ta compensates for this loss in translation,
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inserting other types of jokes or a new pun in #&edint part of the film,
as in the following example:

Example 34 $hrek 2

Shrek, Fiona...Will you accept an old frog's apologs?

[Shreku, Fiono...Czy przyjmiecie przeprosiny staidpy?]
Shreku, Fiono...Czy ujdzie mi ptazemsljavas teraz przepros?

The Polish version is more amusing than the ST kihao the Polish idiom:
‘us¢ ptazem’, meaning ‘to get away with something.’” Theserted phrase fits
the context. What is more, it evokes the humordiggie since the line is said by a king
who is a frog. The Polish word ‘ptaz’, which is arpof the mentioned idiom, means
‘an amphibian’. A frog is an amphibian, so the woeters to the king.

Some jokes based on puns are not rendered intd they the Polish translator,
however, in other cases Wiergtai skilfully copes with the linguistically oriented
humour. Consider:

Example 35%hrek

You handle the dragon. I'll handle the stairs. I'll find those stairs. I'll whip their butt too.
Those stairs won't know which way they’re goin’. [..] I'm gonna take drastic steps. Kick
it to the curb. Don’t mess with me. I'm the stair naster. I've mastered the stairs. | wish |
had a step right here. I'd step all over it.

[Ty zajmij sik smokiem. Ja zajensig schodami, Znajgte schody. Skogiim tytek. Nie lzda
wiedzialy, ktoedy droga. [..] Podejng drastyczndrodki. Skopg je a do krawznika. Lepiej
ze mny nie zadzier& Jestem panem schodéw. Pokonam te sclitetyym tylko miat tu jeden
stopier. Rozdeptatbym go.]

Ty zajmij sk smokiem, ja bigf na siebie schody. Znajge skubane i skopiim porcz tak,ze
nie bpda wiedziaty ktoedy na gog, a co! [..] Bezwzgkdny bede, zero litgci, znam karate
czwarty stopié, wtajemniczenia, nie? Rany, aledzie jatka, no &dzie rzénia normalnie.

Example 36 $hrel

— Men of Farquaad’s stature are in short supply. (Brek)

— I don’t know. There are those who think little ofhim. (Donkey)
[ Mato jest takich ludzi jak Farquaad.

— No nie wiem. $tacy, ktorzy nie méta o nim dobrze.]

— O ludziach takich jak Farquaad mamd@da niskie mniemanie.

— Shrek, ty go po prostu za mato, za krétko znasz.
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The whole utterance from example 35 is humorous amdains numerous plays
on words. The first half of the TT dialogue is vesymilar to the original, since
the translator found proper equivalents and it wak necessary to introduce strong
modifications of the ST. The changes of the sensthis part of the utterance are
insignificant. Puns in the second part are moréleroatic, due to the fact that they do
not have equivalents in the TL. The comic effecokad by the ST is based
on the polisemy of words: ‘master’ and ‘step’. Thewe two different meanings in this
context. Both of them are used in the ST as noundsvarbs. The former word means
‘a skilled person’ and ‘to overcome’. The lattenaenote ‘a stair’, but it can also mean
‘to tread’. Finding a way of rendering this play @ords being extremely difficult
or even impossible, Wierziia resigns from the linguistically oriented humour
and introduces the character humour — the boabtimdkey is comical.

Humour of example 36, as in the previous instaleg,n the polisemy. Describing
Fiona’s future husband who is an exceptionally shoerson, Shrek says that
‘men of Farquaad’s stature are in short supply.oTdaifferent puns can be observed
in this sentence. Firstly, the word ‘stature’ cafer to Farquaad’s height and to his
good reputation as well. What is next, the phrésée in short supply’ means that there
are not many such people as Farquaad, and atrine tgae the word ‘short’, meaning
‘not tall’, draws the attention to his height. Fhetmore, in the line said by Donkey
the word ‘little’ can refer to Farquaad’s statWeéierzbicta renders the humorous effect
of the ST, using different puns. In the TT the gleramie o kims niskie mniemanie’

— ‘not to think well of somebody’ is applied. Thieeme of reputation is present
in the translation, however, in contrast with thE & the TT Shrek talks about bad
reputation. The word ‘niski’ is also used in Polated describe somebody’s height,

so the ambiguity present in the original is retdindoreover, the translator introduces

37



into Donkey’s line two words that may be used idescription of a man’s stature:
‘maty’ and ‘krotki’.

As it can be observed from the examples preseriiedea puns may cause serious
translational problems. Wierzipa skilfully copes with the impediments created
by the word plays irShrekby introducing changes to the original dialoguesia.
This is how Wierzhjta explains the introduced modifications: ‘The dgles have
to be comprehensible for the Polish audience, thawhy sticking to the original
dialogues is not always a proper solution. If thmiginal linguistic nuances and plays
on words are not amusing, they have to be adaptedhé¢ Polish realities’
(www.stopklatka.pl). Wierzkia’'s point of view and argumentation can be suggubrt
by words of Attardo, who emphasizes that in the @dpuns ‘any translation will differ
inevitably from its source since it uses items frardifferent system than the original
one which have different relations and hence difier meanings/values from

the original ones.’ (2002: 191).
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Conclusion

Translation of such a film as Shrek causes corslderproblems. In addition
to language-specific constraints, especially ptimste are culture-specific constraints,
for example allusions. Owing to this fact, translatof Shrek is not a standard process
of rendering a given text into another languagesitn cross-cultural transfer from
American to Polish culture.

Moreover, the translation of humour in a dubbedhfis subject to numerous
restraints. A translator has to take into consiil@mathe constraints of dubbing.
Furthermore, the specificity of dubbing translatierthat it is connected with the high
degree of domestication. In order to achieve a essfal dubbing production,
a translator has to create the impression that thien was made
in the target culture. The domestication strategyaits various modifications
of the original, and it may consequently resullifts of meaning.

Translation shifts are frequently involved in humawansfer due to various
difficulties connected with it. In order to maimaa humorous effect, translators have
to adapt a certain joke to the reality of a targetture, and accordingly, they have
to modify the source text.

Results of the study show beyond doubt that shoftsmeaning in humour
translation are not a negative phenomenon as lsrigey result in achieving the same
humorous effect as the source text does. Theyhareeansequences of the linguistic
differences and of the cultural dissimilarities. athis why, introducing various
modifications constitutes a common practice in titanslation of humorous dubbed

films.
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