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Introduction

In today's world, where globalization, internationalization and cultural
exchange are becoming more and more active processes, the issue of translation and
adaptation of literary texts and cinematographic works is of particular importance.
In this context, one of the key problems is the translation of names, or, as they are
called in linguistics, "onyms". In particular, translating the names of characters,
places and cultural references becomes an extremely difficult task for translators and
requires a deep understanding of the cultural and linguistic features of both the
source and target languages. The animated film "Shrek 2" stands as a treasure trove
of onyms, weaving a rich tapestry of characters, places, and references that span the
spectrum of human culture and imagination. This intricate linguistic landscape
provides an intriguing backdrop for the exploration of translation methods,
strategies, and challenges in the realm of onomastics.

The nominative field of onyms in "Shrek 2" encompasses the characters,
locations, and cultural references that populate this fantastical world. Understanding
how these onyms are rendered into Ukrainian involves delving into the multifaceted
world of translation theory, cultural adaptation, and linguistic creativity.

This research seeks to address several key questions: What are proper names?
How do translators navigate the complexities of rendering onyms while maintaining
faithfulness to the source text? What linguistic and cultural challenges arise when
translating onyms from a culturally rich and humor-laden text like "Shrek 2"? What
strategies do translators employ to ensure that the target audience not only
comprehends but also resonates with the onyms in their new linguistic context?

The topicality of this theme is due to the growing interest in translation
problems, in particular, in the aspect of reproduction of proper names in literary and
cinematographic works. Today, scholars and practicing translators pay special
attention to how character names and place names can influence the perception and

understanding of a text, as well as its cultural context.



The goal of this thesis is to study the nominative field of "proper names" in
animated discource, especially in the English-language authentic text of "Shrek 2"
and the methods of their rendering in the Ukrainian translation.

The project pursues the following objectives:

1.  To outline the definition of onyms in linguistics, describe their role in
animated discource and fictional texts and highlight the difficulties they may pose
for translation.

2. To analyze and classify the names of characters and places used in the
original text of Shrek 2 and to identify their influence on the text as a whole.

3. To consider the methods and ways of translating proper names, to
determine the translation transformations used in the translation of the authentic text
of Shrek 2.

The body of research comprises the complete script of the animated English-
language movie "Shrek 2," the movie itself, and the Ukrainian-language dubbed
version of "Shrek 2."

In the process of translation and translation analysis various methods were
used: descriptive method, method of dictionary definitions, contextual and
interpretation analysis, quantitative analysis.

The scientific novelty of the obtained work results lies in several key aspects:

1. For the first time, a comprehensive study of the nominative field of
onyms in the English-language authentic text "Shrek 2" and the methods of their
reproduction in the Ukrainian language was conducted. This made it possible to
identify a wide range of translation options for onyms and to determine their features
in the context of the animation genre.

2. The results of the study indicate a certain novelty of the approaches to
the reproduction of onyms in the Ukrainian translation of animated texts. In
particular, it was found that in the Ukrainian dubbing of "Shrek 2" various methods
of onymic translation are used, such as transliteration, transcription, adaptive

transformation, use of close equivalents, etc.



3. It has been found out which methods of translation of onyms are the
most effective in the context of the animation genre and contribute to the
preservation of humorous and ironic elements of the original.

4, It was established that in the process of translation of onyms in
animated texts, cultural and genre features play a special role, which require the
creation of adequate analogues for the Ukrainian audience.

Therefore, this research work has a scientific novelty in the study of the
translation of onyms in animated texts and defines new approaches to the
reproduction of onyms in the Ukrainian language.

The practical significance of the obtained results has two key positions:

The first position is to emphasize the contribution of this scientific work to
various fields of linguistics and translation studies. The obtained results are an
important contribution to the following fields:

o Theory of translation: The results of the study allow to expand the
theoretical knowledge about the translation of onyms in specific linguistic contexts,
in particular, in animated texts.

o Comparative Linguistics: Studying the translation of onyms in the text
"Shrek 2" allows you to compare the features of onyms of the Ukrainian and English
languages and to determine the differences between them.

o Lexicology and grammar of English and Ukrainian languages: The
study contributes to the expansion of knowledge about the lexical and grammatical
features of onyms in these two languages.

The second position indicates the linguistic didactic aspect of the research.
The obtained results can be useful in the following linguistic and translation
disciplines and their sections:

o Practical course of translation: The results of this study can be used in
teaching practical courses on translation, in particular, sections related to the

translation of onyms and the specifics of the animation genre.



o Lexicology of foreign languages: The study of the lexical features of
onyms in the English text will help to enrich the knowledge of English vocabulary
and its use in different genres.

The research results presented in this work were tested and presented at the
International Scientific and Practical Conference "AD ORBEM PER LINGUAS. TO
THE WORLD THROUGH LANGUAGES". Individual abstracts were presented at
the conference, which included the main scientific results of this study.

The master's thesis consists of an introduction, three chapters with conclusions
to each of them, general conclusions, a list of bibliography, appendix and summary.

The total amount of work - 88 pages.



CHAPTER 1. UNIVERSAL FEATURES OF ONYMS IN
LINGUISTICS

1.1 Proper names as a linguistic phenomenon

Proper names are an integral part of any language and culture, that’s why
onomastic vocabulary can be found in any novels, short stories, movies and cartoons
scripts etc. Moreover, proper names have always attracted the attention of
researchers, namely their history of origin, meaning, connection with the history of
society, with the surrounding nature. Proper names, or onyms, are words or phrases
that denote individual objects. In contrast to common names, which in their meaning
unite a number of objects of the same type. Proper names individualize named
objects, distinguishing them from the class of the same type [45, ct. 73]. Onyms
include personal names, patronymics, surnames, nicknames of people, nicknames of
animals, names of cities, rivers, seas, natural disasters, etc.

There is an opinion that proper names are "translated" as if by themselves, that
is, automatically, using purely formal transliteration, but this opinion is wrong,
because when starting to translate, most often, everything turns out to be completely
wrong. The result of such a formal approach is numerous mistakes, contradictions,
inaccuracies in their use, and sometimes the emergence of unspeakable and
unpleasant to the ears or even senseless and funny equivalents of foreign names and
titles, that is, the translation can distort the meaning of one's own name.

Translating proper names represents a distinctive and relatively unexplored
lexical-grammatical domain, open to examination from various angles.
Nevertheless, delving into the realm of proper name translation requires a translator
to embark on a foundational journey, thoroughly investigating the theories and
scholarly disciplines dedicated to their study.

Some linguists claim that proper names do not matter, they are individual, but
they can be stylistically marked and carry a certain stylistic and semantic load. This
especially applies to the names of famous characters found in the style of fiction or
in the media style, where the name itself often becomes a socio-cultural marker of

the character's characteristics or serves as the basis of an allusion, irony, symbol and
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other expressive means of the text, which creates a certain functionally stylistic
tonality as a whole.

Proper names individualize the subject and are usually unambiguous and
context-independent. They are intended to name a specific, quite specific object or
phenomenon. Proper names carry important information about a certain object and
its properties. The names, surnames, nicknames, pseudonyms of people can be
carriers of various expressive and evaluative connotations, which are used by poets,
writers, journalists, etc., and the proper names themselves are diverse in their origin
[45, cT. 251].

Proper names include names of persons, patronymics, surnames, nicknames
of people, nicknames of animals, names of cities, rivers, seas, natural disasters,
celestial bodies, children's jokes and others [36, ct. 153].

M.P. Kocherhan notes that proper names, unlike common names, serve to
highlight identification and offers the following scientific classification:

o anthroponyms - names of people;

o toponyms - geographical names;

o theonyms - names of deities;

o zoonyms - nicknames of animals;

o astronomers - names of celestial bodies;

o space names — names of areas of outer space and constellations;

o chrononyms (“quasi-proper names") - names of time segments
associated with historical events;

o ideonyms - names of objects of spiritual culture;

o chrematonyms — names of objects of material culture;

o ergonyms - names of associations of people: societies, organizations,
etc.;

. hydronyms - names of water bodies (rivers, lakes, ponds, seas,
swamps);

o ethnonyms — names of nations, ethnic groups [32, ct. 187].



The general scientific approach is considered to be based on distinguishing
proper names of living beings and inanimate objects:

1. Names of living beings:

o anthroponyms - proper names of people: first name, patronymic, last
name, pseudonym, nickname;

o zoonyms are proper names (nicknames) of animals. Its main motivating
features are mainly: coat color, behavior and anatomical structure;

o mythonyms - proper names, names of fictional subjects or objects in
tales, fairy tales, myths

2. Names of inanimate objects:

o Toponyms are the names of geographical objects, which in turn are
divided into:

o bridge (astonyms)

o villages, towns (common names)

o streets (urbanonyms)

o regions (burial areas)

o rivers (potonyms)

o lakes (limnonyms)

o seas (pelagonyms)

o oceans (oceanonyms)

o bogs (helonymes)

o space names — names of space objects;

. phytonyms - names of plants;

o chrematonyms — names of individual objects, including proper names
of material things;

o ergonomic names - names of organizations, industrial and public
facilities;

o chrononyms - names of time segments, events, etc.



In addition to the conventional classification methods, there exist numerous
innovative and personalized approaches for addressing this challenge, each
grounded in fundamentally distinct principles of onomastic material description.
These varied methods are a testament to the diversity of perspectives in tackling the
issue.

When people hear the phrase "proper name", they most often think of the
names of people and geographical objects, but other names are also studied in
onomastics. The variety and number of proper names makes their study a difficult
and important task for learning about human society. In linguistics, there is a branch
that studies proper names, the history of their origin and transformation as a result
of long-term use in the source language or in connection with their borrowing from
other languages, which is called onomastics.

Names and titles can pertain to diverse entities, and as a result, they exhibit a
distinct structural composition, thus warranting classification into various
categories. Consequently, onomastics presents a classification system for proper
names to accommaodate this diversity. Main sections of onomastics:

o toponymics (oikonymics, hydronymics, micronymics) — studies proper
names of geographical objects;

o anthroponyms - names of people, surnames, nicknames of people;

o ethnonyms - ethnonyms (names of ethnic entities);

o zoonymics - nicknames of animals;

. phytonymics - names of plants;

o theonymics — names of gods, mythological creatures;

. cosmonomics — names of galaxies and constellations, planets, stars,
names of outer space;

. pereonymics — names of means of transportation: ships, trains,
airplanes, space vehicles;

o chremantonymics - proper names of unique precious objects of material

culture, jewelry (also names of material objects - ships, hurricanes, diamonds, etc.
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and works of spiritual culture - titles of works, names of musical plays, works of
painting, films, etc.);

o phalonymy - names of awards;

o chrononyms - the names of significant historical segments of time,
events, main cycles of nature;

o ergonomics - the names of political and public organizations, industrial
and social associations of people (this group of proper names has a huge number of
names - from parties, societies, factories, universities to cinemas, cooperatives,
shops, firms, etc.);

o geortonymics - names of holidays, anniversaries, celebrations;

o fiktonymy - invented names.

The set of all proper names of a language constitutes its onomastic space [21,
ct. 49].

Proper names are inherent in every language of the world, each language has
its own names that are not similar to other names, that is why they belong to
linguistic universals. Each language has its own specific features in creating its own
names. For example, the specificity of Ukrainian proper names is a variety of
affectionate noun forms (which you will not find in many other languages), a variety
of word-forming devices, phonetic transformations of names characteristic only for
the Ukrainian language (they are significantly different, for example, even from
closely related languages).

Proper nouns constitute an integral component of highly developed languages
such as English. Within the English language, they operate independently, both
semantically and morphologically, significantly contributing to the enrichment of
the language's lexicon.

Knowledge of onomastics is very important when studying and translating
from English into Ukrainian. Also, as we can see, the study of different cultures,
histories and languages of the world is practically impossible without such a science

as onomastics, since the birth of onomis occurs as a result of the interaction of



various natural, linguistic, social, psychological factors. Without determining the
role of each of them in this case, it is impossible to establish the exact meaning of
one or another proper name. Therefore, onomastics is essentially a synthetic
discipline that summarizes the research methodology and the source base of a wide
range of natural and human sciences - geography, astronomy, geology, history,
linguistics, as well as source studies, archeology, etc. [21, ct. 274].

Therefore, much like the matter of classification, the exploration of proper

names remains a pertinent and enduring subject of inquiry.
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1.2 Animated cartoons discourse as a problem of translation

A film script, whether intended for a live-action or animated film, can be best
described as a narrative piece with unique characteristics. When considering
animated discourse, it becomes evident that proper names hold a prominent role
within this context. These names function as indispensable elements of the artistic
text, actively participating in the establishment of a fictional world. Among these
names, character names and location designations often harbor concealed details and
bear significant narrative significance. The nuances of these proper names contribute
not only to the richness of the story but also to its intricate tapestry. Therefore,
examining the roles of proper names in animated discourse is a venture worth
exploring in greater depth.

Very often the title says more than the hero himself. The author invents not
only the names of the characters, but also creates all the components of the
onomastic space of the artistic text. In fiction, proper names can have a decisive
meaning, since in each individual work or series of works they form a system
inextricably linked with the plot of the story, and also perform special functions that
help in creating a certain image [5, ct. 72]. Proper names in a work of art primarily
perform a stylistic function and participate in the creation of images. The writer often
chooses nomen when the plot of the work, the ideological and thematic direction,
the character and behavior of the characters are defined [44, ct. 355].

There is a science that studies the functioning of proper names in works of art
- Literary and artistic onomastics (poetic onomastics). It is not determined directly
by historical development, like real onomastics, but depends on the will of the author
and is determined by the artistic idea, genre, direction and style of the work.
According to Olena Karpenko, the term literary onomastics itself, having already
become universally recognized, still has competitors in the form of combinations of
poetic onomastics and stylistic onomastics. L.O. Beley insists on the definition of
literary and artistic, and not just literary. Many other researchers defend the term
poetic onomastics and even, for the sake of terminological accuracy, propose the

name poetics of onymus, to some extent returning to the term onomapoetics [23, cr.
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69]. Literary and artistic onomastics is connected with many linguistic disciplines.
In particular, with stylistics, since the object of research is the units of artistic style,
their functioning, stylistic load. A close connection can be traced with lexicology,
because both sciences have the word as the object of research. There is also a
relationship between etymology and literary and artistic onomastics, as the latter
often uses methods of etymological analysis to find out the meaning of a word [44,
ct. 372].

The unit of study of onomastics is an onym. The unit of study of onomastics
is an onym. If we consider the name specifically in the literature, it is often defined
as a poemonym. In the literature, they have their own typology, depending on
different categories of objects. There are as many types of objects as there are
structural subdivisions of onomastics, correspondingly, there are also types of
onyms [9, ct. 14]. Since the literary onym exists in a specific environment - an
artistic text, the presence of meaning in the structure of the poetonym and its
motivation do not require special evidence. A literary and artistic name has a
defining meaning, because it is associated with a certain character and becomes one
whole with the image. Poetonym can be decorated with metaphorical, ironic,
symbolic, allegorical, mythological, playful meaning even before the beginning of
its development in the text. Miermova Yu.V. distinguishes the following
classification of literary onyms: anthropoetonyms, zoopoetonyms, phytopoetonyms,
topopoetonyms, astropoetonyms, ergopoetonyms, mythopoetonyms [13, cr. 60].

Anthropoetonyms denote proper names, including surnames, nicknames,
nicknames, etc. [13, ct. 63]. Even names devoid of apparent meaning, particularly
when selected without a specific purpose by the namer, can carry subtle connotations
that lie beneath the surface. These connotations may not be immediately evident, but
they exist, adding layers of nuance and significance to the names. This phenomenon
underscores the intricate relationship between names and the intricate web of
associations, emotions, and cultural contexts they can evoke. Delving into this realm
of seemingly arbitrary names unveils a complex interplay of linguistic, social, and

psychological elements that shape our understanding of nomenclature.
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Astropoetonyms determine the names of cosmic objects, or individual celestial
bodies, planets, stars, comets, meteoroids, and asteroids. But they should not be
confused with cosmpoetonyms, which are used to designate the names of spatial
associations of celestial bodies, constellations and their parts, star clusters and
galaxies [13, ct. 64]. Proper names and nicknames of animals are constantly used to
designate zoopoetonyms. There are very frequent cases where the animal is the main
character in the work. This is where zoopoetonyms appear [13, cr. 63].
Phytopoetonyms denote the names of plants (trees, bushes, flowers, etc.). It is also
a fairly frequent phenomenon in fiction, because the plant world is an integral part
of the world created by the author. Topopoetonyms, a fascinating subset of created
names within the literary realm, play a vital role in shaping fictitious worlds. These
names encompass a diverse range of entities, including cities, towns, countries,
kingdoms, streets, rivers, mountains, and institutions. The significance of toponyms
extends beyond mere nomenclature; they carry within them the essence of the places
they represent, adding depth and authenticity to the imaginary settings of literary
works. Exploring the world of toponyms unveils an intricate tapestry of meanings,
symbolism, and cultural references that contribute to the rich tapestry of fictional
landscapes. Thus, the study of topopoetonyms opens the door to a comprehensive
understanding of the dynamic interplay between language and imagination in the
literary universe. Just as during the reproduction of anthropoetonyms, the translator
must pay great attention to the image embedded in the meaning of the topoetonym
for the most adequate reproduction [13, ct. 64].

The general classification of the functions of poemonyms was developed by
A. Vilkon.

The researcher at the level of an artistic work reveals the main functions:

1) localization (in the form of spatial localization and temporal localization) -
reproduces the connection of the plot of the work with separate temporal and spatial
data;

2) sociological - an indication of social belonging, living environment and

origin together with national belonging;
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3) allusive — a parallel with certain places, events, persons;

4) semantic — characteristic of the character, the place of action through a
direct or metaphorical name;

5) expressive - reproduces the expressive and emotional features of onyms
[66, cT. 111].

Given that literary proper names exist within a distinct artistic context, their
inherent meaning and motivation are self-evident. In the realm of literature and art,
names carry an inherent significance, as they are closely linked to specific characters
and seamlessly integrate with the overall imagery. Poetonyms, which are poetic
names often created for literary or artistic purposes, can carry a wealth of
metaphorical, ironic, symbolic, allegorical, mythological, or playful associations
right from their inception. These names possess a unique quality that allows them to
encapsulate profound meanings or evoke certain emotions, even before they fully
materialize into a well-rounded narrative. The intricate task of translating and
reproducing proper names in a literary context has long been a topic of conversation
among scholars in the field of literary onomastics. It's a complex endeavor that has
stirred the intellectual curiosity of many researchers, and it continues to be a subject
that offers various avenues for exploration and analysis. Nevertheless, a
comprehensive classification of the functions of proper names in literary texts

remains elusive, and this issue continues to be a matter of ongoing exploration.
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1.3 Proper names in animated cartoons discourse: analysis of the
characters’ speech

The recreation of the onomastic realm within a work of art almost invariably
involves conveying the author's perspectives, their outlook, and their perception of
both the tangible and the imaginative realms cultivated within the artistic
composition. Consequently, the onyms present within an artistic text frequently take
on fresh connotations, serving as mirrors for specific symbolism and the ambiance
of the piece. They emerge as pivotal instruments in infusing fiction with emotional
depth and figurative richness.

The realm of onomastics within the literary work shouldn't be interpreted
solely as an isolated literary element or a literary tool that can be equated with
equivalents in the translated language. Instead, it should be seen as a distinctive
realm of fiction, possessing its distinct attributes, defining characteristics, and
translation principles [45, cT. 356].

Names of places, rivers, animals and names, although they may seem easy to
reproduce in translation at first glance, often require the translator to preserve the
authenticity of the work, the text and the general thesis. Before transliteration, the
terms usually require an explanation by the author (translator), and when
reproducing the translation phonetically, it is necessary to analyze the correct
pronunciation of unknown units so that the translation is as accurate and adequate
as possible, and at the same time be able to take into account the general features of
the work.

Linguists have had a longstanding fascination with language contacts, as the
matter of foreign proper names holds a significant position within the field of
translation studies. The incorporation of foreign vocabulary into a text is not merely
defensible but indeed indispensable.

Proper names, or onyms, represent a frequently occurring category within the
vocabulary of any language. Ensuring their precise translation, whether during the
process of translation or when borrowing them, which can sometimes be

challenging, holds considerable importance. The intricacy of transferring proper
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names arises from their particular role in human communication. This distinct role
necessitates a unique approach to translating onomastic vocabulary, setting it apart
from other lexical elements.

The problem of reproduction and assimilation of foreign names exists in all
languages of the world, because in their initial language environment they have a
complex semantic structure, unique features of form and etymology, possibilities of
modification and word formation, numerical connections with other units and
categories of language. When transferring a name or title to another language, most
of these properties are lost. Nescience or ignoring of such properties only
complicates the identification of the bearer of the name [14, ct. 132].

Analyzing the modern means of the English and Ukrainian languages, it is not
difficult to notice that the problem of foreign propers is more relevant than ever,
because the onomasticon contains not only names, but is also a comprehensive
language element that reflects the cultural features of a certain people, which are
highlighted with the help of language. The challenges involved in translating proper
names into other languages stem from the inadequate level of scholarly investigation
in this area. Misusing proper names isn't solely a display of disrespect towards the
individual being referred to, or a sign of poor education when it comes to using, for
instance, place names; it also poses a substantial risk to the linguistic competence of
a society and the intricate web of collective knowledge that language conveys.

In order to translate fiction correctly, one should know its language and its
components. Language is phraseology and various phraseological combinations,
neologisms, proper names, proper names and nicknames, idioms and national
realities, and all of them have their own, certain ways of transmission in another
language [14, ct. 134].

The analysis of the denotative-nominative structure of toponymy makes it
possible to state that the main features of the poetonymy of literature are:

1) the spread of toponyms - the names of urban objects, which is explained by

the general urbanization of the lifestyle era;
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2) active use of sovereignonyms, continentonyms, cosmonyms as a response
to social globalization. As a result of the research, the signifying background of the
inventory of previous poemonyms is also determined and analyzed.

Translating onyms as a phenomenon, two fundamentally new ways of haming
new concepts can be distinguished:

1. The first is the use of an already existing word in the language, which
acquires a new meaning, that is, its semantic scope expands.

2. The second is the creation of new material units of the language - words,
phrases, abbreviations, etc., there are already existing roots, suffixes, whole words
in the language. This can also include foreign loans [15, ct. 209].

There are special requirements for the newly created terms. They should be
unambiguous, precise and concise, easy to pronounce and have the properties of
creating new language forms and entering or creating a certain new system [15, cr.
210].

The reason for insufficiently high-quality translation may be that this work is
undertaken by beginners, and critics do not pay enough attention to translated fiction.
Lack of attention leads to a lowering of the criteria for selecting a translated text.
And non-fiction translations have a negative impact on the quality of translated and
domestic fiction. Despite the general opinion about the ease of reproduction of the
mentioned categories of onyms, they quite often require the translator to preserve
the authenticity of the work, the text and the form of the linguistic unit [15, ct. 211].

Even the typical method of translation of onyms - transliteration - must be
accompanied by explanations of the author (translator), so that the translation is as
accurate and adequate as possible. That is why, for an adequate reproduction of
fiction in general and onymes in particular, it is necessary to know the "internal
kitchen" of each individual component, its sound, semantic load and cultural value.

However, the translator does not see in the author's wordwork either a sample
for copying or a model for creative assimilation. The onomastic space in the
translated text is either restored unsystematically or is not considered as a full-

fledged component of the work at all [18, cr. 39]. Sometimes their meaning is
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conveyed by a pale descriptive paraphrase. The extraordinary fantastic language of
the original text becomes the dry language of the translated text. At the same time,
there is a noticeable genre deviation, as the specificity of the text is reduced. The
translated text is reduced to retelling the main storyline, which destroys the author's
idea. In fiction, we deal with author's invention, author's word formation, cultural,
religious and historical features of the author himself and his heroes. When
translating such vocabulary, it should be remembered that it is used by the author
for a certain purpose and our task is to convey this purpose to the reader in the same

form, meaning and with the same thought with which the author did it in the original.
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CONCLUSIONS TO CHAPTER 1

Proper names, or onyms, are integral to language and culture. They encompass
personal names, place names, and more, individualizing objects and adding depth to
linguistic study. The notion that they can be automatically translated is flawed,
translation requires careful consideration to avoid errors and maintain the essence of
the names.

Proper names are underexplored in translation, yet they play a crucial role.
They can carry stylistic and semantic nuances, especially in fictional and media
contexts. Understanding the theory and science behind proper names is essential for
translators. These names are diverse in origin and serve various functions, making
them a rich field of study in linguistics.

Proper names are vital in fictional texts, where they create a sense of place,
character, and atmosphere. Authors carefully select names to convey specific
meanings, sometimes metaphorically, symbolically, or playfully. Literary and
artistic onomastics explores the use of proper names in art. It connects with stylistics,
lexicology, and etymology, as the meaning and role of onyms go beyond mere labels.
Classification of literary onyms includes anthropoetonyms, zoopoetonyms,
phytopoetonyms, topopoetonyms, astropoetonyms, ergopoetonyms,
mythopoetonyms, and others.

Translating onyms poses unique challenges. Names of people, places, and
objects carry cultural, historical, and semantic weight. Translators must balance
faithfulness to the original text with clarity in the target language. The translator must
navigate the linguistic intricacies of onyms, including sound, semantics, and cultural
significance. Translators should aim to preserve the authenticity and impact of
onyms, ensuring they convey the same essence and thought as in the original work.

The onomastic space is an intricate realm within literary works, and its
translation requires more than just linguistic competence; it demands a deep

understanding of culture, context, and the author's intentions.
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CHAPTER 2. THE MAIN FEATURES OF PROPER NAMES IN
“SHREK 2”
2.1 “Shrek 2” - background knowledge

In the last twenty years, the field of linguistics has undergone a significant
transformation. It has transitioned from a predominant focus on the study of written
language to a robust analysis of live, spoken communication. This paradigm shift is
rooted in the understanding that oral language communication continues to occupy
a paramount position in the realm of linguistic functionality.

Animated discourse constitutes a key element within cognitive-speech
interaction found in animated films. This type of discourse is characterized by the
various interests, objectives, and communication styles it encompasses [59].

At its current stage of evolution, animation is paving the way for fresh avenues
of artistic creativity, such as computer games, multimedia products, and network-
based forms of animation. As animation progresses, its artistic models, language,
and tools are subject to continuous transformation, molding its identity and
impacting the surrounding environment. This transformation, in a reciprocal
manner, contributes to the evolution of television culture as a whole.

The concept of animated text is viewed as a form of discursive practice that
engages in dynamic dialogues with other practices, contributing to the creation of a
shared continuum. [59]

The language employed in animation is everyday, lifelike, and narrative. It
can serve instructive and educational purposes, but more frequently, it takes on a
complex metaphorical character, where what is shown visually may convey a
different underlying meaning. Animated discourse constitutes a segment of
discourse within the realm of children's entertainment media. It reflects not only
linguistic aspects but also embodies the cultural fabric of society, characterized by
distinct values and behavioral patterns. By employing a discursive perspective to
analyze the language of animated works, we unveil its linguistic and cultural

distinctiveness, shedding light on the encoding of diverse cultural realities at various
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strata of its portrayal. Each cartoon conveys information through two primary
channels:

o the visual depiction of cartoon characters or heroes

. the actions and behaviors of these heroes.

This information can encompass emotional elements and carry a rational and
cognitive dimension. Consequently, animation, while inheriting the advantages of
cinematic art, provides additional opportunities for expressing allegories, metaphors,
and paradoxes. It is within the realm of cartoons that iconic and metaphorical
images, reminiscent of fairy tales, find their fullest realization. In this medium, the
cartoon artist can create characters, behaviors, and environments that transcend the
confines of reality, enabling the artistic expression of material in metaphorical,
allegorical, and fantastical forms [31, ct. 56].

A fairy tale is a significant genre within oral folk poetry, typically a narrative
work that is largely prosaic, and it often features magical, adventurous, or everyday
elements, similar to fables. Fairy tales encompass various forms of oral storytelling,
which is why there are different interpretations of their genre characteristics. What
sets a fairy tale apart from other forms of artistic storytelling is that it's conveyed by
the storyteller and received by the listener as a poetic narrative filled with
imaginative elements. However, this doesn't imply that fairy tales are entirely
divorced from reality; in fact, they often incorporate real-world aspects, shaping
their plots, themes, and characters. Many fairy tales reflect social dynamics, cultural
beliefs, totemism, animism, and other aspects of society.

In the context of feudalism, common characters in fairy tales included kings,
princes, princesses, and knights. As capitalism emerged, storytellers began to
explore themes related to money and trade. Fairy tales often emphasize the
dichotomy between poverty and wealth and tend to be optimistic, with goodness
prevailing over evil and the latter often portrayed in a humorous light. Nowadays,

some fairy tales continue to exist in written form, while others have faded from
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everyday life, remaining of interest primarily to children. However, there are also
fairy tales that continue to captivate adult audiences.

Despite the diversity of cultures around the world, fairy tales share many
common elements due to their roots in cultural and historical conditions.
Additionally, each culture's fairy tales possess unique characteristics that reflect the
specific ways of life, work, daily routines, and natural surroundings of that culture.

There are some most common groups of fairy tales and each of them has its
own peculiar structure:

o fairy tales about animals take an important part in the folklore of the
North America and especially Africa. Some of them seem to appear in the pre-class
society and was connected with the totemism. But later they lost their mythological
and magic character;

o some of magic fairy tales were primarily connected with the myths and
had a magic meaning. The fairy tales about dragon fights, stepmother and
stepdaughter, gaining magic things and others were worldly spread. The fairy tales
of all the nations have peculiarly rich witty sayings, ending, repetitions etc.

o adventurous fairy tales tell about the incredible adventures of the hero,
treating them mostly from the magic fantastic. The heroes of these fairy tales show
the flexible intelligence, inventiveness and promptitude. They also include fairy
tales about the historic figures.

o fairy tales of everyday life often have a sharp social direction, their hero
IS mostly a poor countryman, worker or soldier in a common for the tale-teller
situation [24, ct. 383].

According to professor R.P. Zorivchak, "the peculiarities of American
and Canadian folklore are closely connected with the history of these two countries.

In pre-Columbian America Indians were the only people to create fairy tales.
The squatters brought to the New World a lot from the Old World. People of
different nationalities have brought new images and ideas. Among them are the most
popular fairy tales from their native cultures. The great contribution to the American
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folklore was done by the Negro slaves, who brought new images and ideas. Among
the most popular fairy tales outside USA is the Negro cycle" [25, cT. 41].

The state of English fairy tales was quite unfortunate as they remained
undiscovered not only by foreigners but also by the English themselves for an
extended period of time.

The realm of the fairy tale is incredibly vast and varied. Through artistic
elements, the fairy tale showcases the most admirable qualities of a culture and, in
doing so, instills these qualities in those who listen to or read the tales. In these
stories, our ancestors conveyed their mystical and enigmatic understanding of the
world and its phenomena, often attributing them to the presence of supernatural
entities like wizards or witches. Additionally, fairy tales served to reinforce the
moral standards and values upheld by society.

Fairy tales immerse us in a world of imagination that uniquely mirrors the
circumstances of people's lives, their traditions, beliefs, and aspirations. Within these
tales, one can find subtle expressions of people's resistance to oppression or calls to
engage in a struggle. Such fairy tales employ intricate systems of symbolic imagery
that unveil their hidden meanings. They carry the concealed, shrewd wisdom of a
community. While they provide entertainment, they also nurture and remain
responsive to societal developments.

Fairy tales, as a narrative form, serve as a means to pass down historical
events, societal traditions, and a broad spectrum of emotions to forthcoming
generations. These elements are adeptly condensed into linguistic expressions that
form an intrinsic component of the cultural and linguistic legacy inherent in each
tale.

Lately, linguists have shown increased concern for maintaining the unique
national and cultural characteristics of the source material in translation. The
statement by contemporary language experts that "a language is nothing without its
native-speaking country" may appear absolute, but it holds true. Fairy tales
constitute an integral component of a nation's culture, serving as a reflection of its

worldview, philosophical and social moral beliefs, and artistic preferences. The
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translator bears a significant responsibility when working with these tales. This
underscores the importance of the field of area studies.

V.M. Babych reminds in his article about "the existence of the whole science
of the translation of "Alice in Wonderland" by Lewis Carroll. The main idea of
"alisology" is a statement that "Alice™ can not be translated without the transition of
England, its customs, principles of the life into the target language country" [5, cr.
98].

According to M. A. Venhrenivs'ka, "the translation of fairy tales poses
particular tasks, it first of all explains the original, because it must be understandable
for foreign readers and not to cause unintelligible and wrong ideas" [7, ct. 72].

A very important one is the idea expressed by L.V. Pashchyna that "a fairy
tale should be reviewed in its connection with the cultural traditions of a people and
its language should be considered a reflection of these traditions. At the same time
one should not forget that the artistic subject of the translation, its associative
background, whose subordination to the foreign cultural and structural totality is a
difficult task, because the harmonious synthesis of the two national beginnings can
be reached only by the creative solution of the dialectic contradiction” [38, ct. 52].

There are a lot of problems in the translation of fairy tales. M. A.
Venhrenivs'ka also mentions that "there are a lot of "untranslatable” issues in fairy
tales. It is especially the rhythm, the tension of the form, which does not "Keep
silence", but is oriented to the lively human voice, by the very sounding of the words
and the location of the parts of the phrase. The fairy tale is like to be contained into
the acoustic focus. Acoustic organization of the fairy tale is a specific feature of its
text" [7, cr. 21].

When translating fairy tales, it is essential to consider both linguistic and non-
linguistic elements. The translation must not only retain the words but also capture
the entire artistic and expressive framework of the original. This is why the translator
encounters numerous challenges, foremost among them being the need to understand
the essence of the fairy tale, to perceive and experience the text in its authentic and

vivid form, which anticipates being read aloud.
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M.A. Venhrenivs'ka says that "the translators behave rather free by dealing
with the style of the fairy tale as well as with its language. At the same time he or
she forgets that the fairy tale is one of the most complicated genres of the folklore,
which is submitted to the whole system of very coarse laws: a peculiar
accomplishment, a whole range of stable fairy tale formulae and linguistic devices.

The language of the fairy tale is, as a rule, selected, simple, wise, and
submitted to the demands and specificity of the genre. That is why the translation
demands preserving the sense of measure, textuality and nontextual motivation. The
taking up of such linguistic forms, which change the style of the fairy tale in the
language of translation is unwanted. If the translator is omitting it and is translating
it in a way he or she wants, this is no more the translation, but an exposition. The
word and the action in the translation are closely connected." [34, ct. 76].

Preserving the artistic framework of the fairy tale, including what is referred
to as the "fixed formula,"” is essential. These are distinctive elements, such as specific
real-life references and background details that imbue the tale with its national
character. These encompass a variety of components, with the most prominent being
the multitude of conclusions, often termed the “closing formula™.

Another aspect of translation fairy tales is the rhythm. S. Zakharkin
claims that "the fairy tale can be viewed as a linking part between the rhythmic prose
and the poetry" [20, ct. 116]. He says that "realizing by the listener the rhythm of
the fairy tale and its connection with the composition makes the fairy tale to be
similar to poetry. The fairy tale includes in this or that form different means of
organization poems on the level of the phonetic, lexical and syntactical repetitions"
[20, cT. 117].

Rather problematic is the translation of realia in fairy tales. O. S. Medvid' and
N. I. Kushyna mention that "in the process of reproduction realia as well as
uncommon verbal images the translators are pursued by the danger to loose their
national peculiarity or vice versa preserving them to make the translation too exotic"
[27, ct. 79]. Very often the translator chooses transliteration for solving the problem

of realia. But V. M. Babych considers that "the translator should keep away from
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transliteration as a way of reproduction realia. Fairy tales are oriented at a wide circle
of readers, including children, is the ingenious using of the word, which realia mean,
but it would make understanding of the text more complicated. The translator uses
words, which mean something functionally close to foreign realia, but the
possibilities of this way are not always fully used" [5, ct. 95].

It's important to remember that fairy tales are a part of children's literature.
While there are notable similarities between non-canonical adult literature and
children’s literature in terms of their organizational structure, there exist significant
differences between them. The key distinction lies in the fact that children’s literature
operates within a system that is inherently divided into two primary subsystems:
canonical and non-canonical. Even more fundamentally, the differences stem from
the diverse origins of constraints imposed on the text due to its affiliation.

Although the constraints themselves may resemble each other, such as the
prohibition of explicit content, their underlying motivations and justifications are
entirely distinct. In the case of non-canonical adult literature, the primary constraint
is typically commercial in nature, whereas in the canonical system of children's
literature, the primary source of constraints is predominantly educational.

The systematic limitations within the realm of children’s literature are most
effectively upheld through several key factors: aligning the text with established
models, preserving the coherence of both primary and secondary models,
considering the text's level of intricacy and refinement, aligning the text with
educational and instructional objectives, and adhering to a suitable stylistic
approach.

L. V. Pashchyna mentions that "a child has a prevailing concrete figurative
thinking. Abstract generalization can not provoke desired emotions in a child" [38,
ct. 50]. So, one should be very careful while translating children’s literature.

According to N. M. Solohub, "the translation of children's literature should
carry the beauty of the words, the structure of the phrase, clearness of the perceiving
and engrafting linguistic tastes. A great harm is done by the language incorrigibility

in translation, which ruins the artistic images, created by the author" [23, ct. 97].
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"One should avoid everything that may spoil the phrase, heap it up, to create non
euphony, ambiguity. In the children's literature one should avoid intricate, difficult
for the perceiving sentences, indecent and artistically unjustified word using,
unexplained, unknown or children words" [23, cT. 100].

Nowadays, fairy tales written on paper are not the only way to immerse
yourself in a magical world. Along with books, children often like to watch cartoons.

In the era of development of digital technologies, fairy tales are often animated
and transferred from paper to screens. Fairy tales and cartoons are two different types
of art and entertainment, and they have their own characteristics: the form of
expression, the possibilities of expressiveness, etc. Fairy tales and cartoons have
many common features and can be interconnected:

o Visual presentation of the story: Cartoons provide an opportunity to
visually embody fairy-tale characters, events and worlds. They help children see the
interpretation of the fairy tale through pictorial images and animation.

o Expanding Fairytale Worlds: Cartoons can further flesh out a fairy
tale world, showing details and dynamics that may be more difficult to convey in
written form.

o Character development: Cartoons allow fairy-tale characters to
become more alive and expressive through voices, facial expressions, and gestures,
making it easier for the audience to understand their characters and motivations.

o Educational aspect: Cartoons can include educational elements that
help children learn through entertaining content, which can be especially helpful for
younger viewers.

o Promoting interest in reading: Cartoons based on fairy tales can
engage children in the original texts of fairy tales and inspire them to read.

o Creativity and imagination: Like fairy tales, cartoons promote
children's imagination and creativity because they present fantastic stories and

characters.
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In general, fairy tales and cartoons often complement each other, giving
children a diverse way to perceive and understand the fairy-tale world.

Cartoons and animated series occupy a large part of the entertainment industry
nowadays. Many of them are created in English and, as a result, require translation
for display in other countries. Since the target audience of cartoons and animated
series is children under 12 years, the translation must be complete so that children
do not have problems watching it, and as a rule, dubbing is used for cartoons and
lipsync for animated series (because in this case it is easier to use lipsync technically
and financially ), but voice-over translation is also found, sometimes in addition to
voiceover, subtitles are translated and subtitles are added.

Multiplication (from lat. multiplicatio - multiplication, increase, growth,
reproduction) - technical methods of creating the illusion of moving images
(movements and/or changes in the shape of objects - morphing) using a sequence of
still images (frames) that change each other with some frequency.

According to the well-known researcher E. H. Kim, the use of the terms
"animation”, "multiplier" is related to technology, used to introduce classic hand-
drawn animation, creating images by superimposing on a sheet of appliqué-like
character elements. In accordance with this word, this branch of cinematography
was called animation [26, ct. 258].

Animation is considered to be a branch of the film industry since its inception.
However, this interesting direction can also be successfully associated with painting
and graphics. The artist's talent plus technical capabilities - and art is born that does
not leave children or adults indifferent. A distinctive feature of animation in
comparison with a literary work is the presence of a visual series, with the help of
which the cartoon fills some gaps in children's perception.

The concept of "cinematic discourse™ is considered as a fragment of a film,
which has several components in its structure: means of film language, film style,
film stylistics and film text, and as the whole film, which consists of visual and audio

effects and verbal content. Translation of audio and video texts is, like any other, a
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tool for transmitting verbal dialogues of the source language by means of the
translation language [29, ct. 163].

Like any other fictional text, the cartoon script has its own peculiarities. In the
case of cartoons, we are dealing with a film text - a collective work of art that
combines both linguistic (written, oral) and non-linguistic (sound - music, sounds
and visual - images, landscapes) components. Based on this, the translator must
choose a translation option that takes into account all the constituent works.

Among the trends in the translation of cartoon series of the 1990s and early
2000s into Ukrainian, one can highlight the predominance of translation and/or
adaptation of names and titles (both the series themselves and their titles) taking into
account the perception of the Ukrainian audience, and in particular children, but not
always reflecting exactly that shade of meaning or meaning that is embedded in the
original name, that is, often the names were not simply transliterated or transcribed,
but were translated with the help of a selection of a more melodious analogue, traced
or translated completely. It should be noted that the translation of an animated film
is also an artistic translation, as it includes an element of the translator's creativity.

Many translators say that translating a literary text is practically writing a new
work. Such work requires a good sense of style and a rich vocabulary, in addition,
the translator must have a good understanding of the culture and history of the
country and society in question. It also requires special care and erudition from the
translator. If we consider the film translation in more detail, then for many film texts
there is a sufficient number of neutral and emotional words, which enables the author
to accurately express all shades and place accents [41, cT. 37].

The language of animation is usually colloquial, life-like, narrative; can be
instructive, educational, and more often - complex metaphorical, when one thing is
shown, but something completely different is meant. Each cartoon carries the
following information:

1) in the visual image of cartoon characters or heroes;

2) in the actions of the heroes.

Information can be emotional and have a rational and cognitive element.
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Thus, possessing all the privileges of game cinema, animation provides more
opportunities for the expression of allegories, metaphors, and paradoxes.

Spoken speech in modern animated film art is the richest source of a vivid and
lively part of the English language. Its basis is slang, neologisms, phraseological
units, idioms. The source of slang can be: metaphors, similes, folk etymology,
distortion of sounds in words, generalization and metonymy. Analysis of the speech
of the popular animated film Shrek proved that the most frequent use of slang is in
the speech of the characters.

Example:

In the sentence:

(1) News is no good: Only don't blow up! (SHR, URL) — the donkey warns
Shrek. The nominative unit to blow up acquires the meaning "to let off steam".

The expression chew the fat in the context of the phrase:

(2) My dear, | love just sit with you and chew the fat. (SHR, URL) - means
"buzz", Fiona whispers to her beloved Shrek.

The film translator of an animated film is a kind of bridge for transmitting to
the addressee by means of the input language the information embedded in the
animated film by the sender, and therefore a participant in the discourse of the
animated film. The discourse of an animated film is a process of bilingual
intercultural communication between the addressee and the sender, during which the
process of transfer from the addressee (collective author) to the addressee (target
audience) of information encoded in the form of semiotic signs (index signs, icon
signs, signs and symbols) takes place using cinematographic codes (frame, scene,

etc).
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2.2 “Shrek 2” text analysis on different language levels

Shrek 2, directed by Andrew Adamson, Kelly Asbury and Conrad Vernon, is
the sequel to the hit animated film Shrek. The film was released by DreamWorks
Animation in 2004 and quickly won acclaim from audiences and critics. The story
of Shrek is based on the book "Shrek!" by William Steig. The cartoon was dubbed
into Ukrainian by the studio "Tak Treba Production™ on the order of the national
online cinema "Sweet.tv" in 2021.

Genre and style: "Shrek 2" belongs to the genre of animation, comedy and
adventure. This is an animated film that not only entertains, but also has a deep
meaning and an ironic undertone. The film combines elements of family comedy
and fantasy, which makes it interesting for viewers of all ages.

Plot: The film "Shrek 2" continues the story of the life of the unusual hero of
the story, the giant ogre Shrek and his faithful wife Fiona. After getting married,
Shrek and Fiona decide to go on a trip to Far-Far-Away, where Fiona's family lives,
including her parents - Queen Lilian and King Harold.

From the very beginning of the journey, Shrek and Fiona encounter
unexpected and funny adventures. Upon arrival at Far-Far-Away, it turns out that
Harold is not too happy about his daughter’s unflattering appearance as an ogre and
does not welcome his new son-in-law with open arms. Undoubtedly, this dislike
threatens the happy marriage of Shrek and Fiona, and they find themselves in an
environment where their appearance and lifestyle are different from the accepted
norms.

Nonetheless, this predicament is merely a single episode within a multitude
of escapades that lie in store for our intrepid protagonists. In their quest to rekindle
the flames of their matrimony, Shrek and Fiona cross paths with an array of
intriguing individuals, such as Donkey, their loyal companion, and an assortment of
fantastical creatures. As they endeavor to secure their future and mend the prevailing
conflicts in the land of Far-Far-Away, Shrek and Fiona find themselves embarking
on a series of trials, including the pursuit of the enigmatic "Poisoned Apple™ and

rigorous preparation for an impending royal tournament.
31



One of the key points of the film is the revelation and understanding of the
true nature of the characters, as well as the acceptance of their flaws and differences.
The film observes how the characters grow and develop as individuals, and finally
find a common language and reconcile their relationships.

Thus, the plot of "Shrek 2" turns out to be multi-faceted, with deep messages
about acceptance of self and others, family values and the importance of friendship,
and accompanied by numerous comical and exciting moments that make this film
unsurpassed for viewers of all ages.

Main characters:

Shrek: The main character of the film and its protagonist, a giant ogre with
huge green ears and strong physical health. Shrek, carries a name that is both
memorable and evocative. His name, sounding similar to "shriek," sets up initial
expectations of a fearsome character but ultimately subverts them as Shrek'’s lovable
and unconventional personality shines through. Shrek, as always, goes on adventures
to protect his family and his beloved wife Fiona. He is noted for his directness,
humor and devotion to his family. In the film, Shrek develops as a father and proves
that his heart is as big as his looks.

Fiona: Shrek's wife and the princess of Far-Far-Away. Fiona's name exudes
a sense of regality, aligning with her status as a princess. The name itself conjures
an image of femininity and grace, which serves as a backdrop for her character
development and transformation. Fiona is a strong and independent woman who also
has her secrets. She has fighting skills and royal status, but her true surprise is
revealed throughout the film. Fiona is a symbol of family values and devotion.

Donkey: Shrek's loyal friend and hero from previous films. Donkey's name is
refreshingly straightforward, mirroring his character's simplicity and humor. It
establishes a comedic dynamic with Shrek, highlighting their distinct personalities.
Donkey is a funny and talkative donkey who is always ready to support Shrek in any
adventure. He has a special ability to talk and is always ready to express his opinion.

In the film, Donkey continues his memorable role as a comic element.
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Puss in Boots: The character Puss in Boots is introduced with a name that
cleverly combines contrasting elements. "Puss" implies cuteness, resembling a
pussycat, while "in Boots" adds an adventurous and swashbuckling dimension. The
name reflects his charming yet daring persona. This is a magical cat who joins the
team of Shrek and Donkey in this movie. Puss in Boots is noted for its elegance,
skill and always wears boots. He has a Spanish accent and wins the hearts of viewers
with his charm. Puss in Boots becomes an important character in the film, helping
the team in the rescue mission.

Linguistic features of the text of the film "Shrek 2" can be considered from
different points of view, since the animated film has peculiar linguistic features.

Key linguistic aspects:

Humor and Satire: The movie "Shrek 2" is famous for its humor and satire.
The text of the film often uses humorous expressions, jokes and irony. The text often
creates a humorous contrast between expectations and reality.

(3) It's not the same! | don't think you realize that our daughter has married
a monster! (SHR, URL)

(3) Le inwe! Tu ne pozymicuw — nawa oonvka eutiwna 3a morncmpa! (ILIPK,
URL)

(4) Oh, stop being such a drama king. (SHR, URL)

(4) He opamamuszyu! (ILIPK, URL)

(5) Fine! Pretend there's nothing wrong! La, di, da, di, da! Isn't it all

wonderful! I'd like to know how it could get any worse! ” (SHR, URL)

(5)Yyoos60! Boamo, wo eéce doope! Tpa-ns-na! Meni eeceno! I'ipuie edice ne
oyeac!” (IIPK, URL)

Drama King: The Queen humorously refers to her husband as a "drama
king," which is a play on the term "drama queen." This is a humorous way of
characterizing his overreacting and adding a touch of satire to their interaction.

Laughter in the Face of Trouble: The King sarcastically pretends that
everything is wonderful by singing "La, di, da, di, da!" when, in reality, he is deeply

troubled by the situation. This contrast between his words and his true feelings adds
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humor and satirical commentary on how people sometimes avoid confronting
problems.

Moreover, the translators of the studio "Tak Treba Production” managed to
preserve this effect in the translation as well, using equivalent phrases with a similar
emotional coloring.

Dialects and Accents: Some characters in the film have special language
characteristics, such as accents or dialects. For example, Puss in Boots has a Spanish
accent, which gives him a special character and humorous moments. Puss is wired
for sound by the famous actor Antonio Banderas, who speaks a great Andalusian
accent. The interesting point is that for the citizens of Latin America Antonio rewired
this part with Castilian accent, which is more understandable for them and the jokes
are more funny. Puss in Boots, the killer of the forest ogres from the fairy tale by Sh.
Perro is periodically swearing in Spanish and changes from the killer into a fluffy
creature with big eyes. The phonetic peculiarity of Puss's speech is that he speaks
with the Spanish accent [r] is pronounced instead of [a:] and [d] is pronounced
instead of [4].

Fantasy Language: Since this is an animated film in a fantasy world, the text
often contains fantasy language constructions, titles and creates its own language
context for this world. In the "Shrek" film series, fantasy language constructions and
titles often include the names of mythical creatures, places, and made-up terms that
are typical in a fantasy world. For example, the name "Far Far Away" itself is a
fantasy language construction, as it represents a distant and fantastical kingdom
within the film's universe.

Puns: The film's text is also rich in puns and alliteration, which add depth to
the humor and variety of the text.

(6)"Warning: Side effects may include burning, itching, oozing, weeping. Not
intended for heart patients or those with... nervous disorders.” (SHR, URL)

(6) What? (SHR, URL)

(7)"Serior? "To make the effects of this potion permanent, the drinker must

obtain his true love's kiss by midnight." (SHR, URL)
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(8) Midnight? (SHR, URL)

(8) Why is it always midnight?” (SHR, URL)

When Donkey and Puss are discussing the effects of the potion, Puss says,
"Warning: Side effects may include burning, itching, oozing, weeping..."" Donkey
responds with a humorous observation, "Why is it always midnight?" This is a pun
on the common fairy tale trope that significant events often happen at midnight.
Donkey's exasperation adds humor to the situation.

Alliteration is a literary device where words in a sentence or phrase start with
the same sound. [52, ct. 235] In the dialogue, when Donkey gets frustrated with Puss
in Boots, he says, "You little, hairy, litter-licking sack of..." The repetition of the "I"

sound in "little,” "hairy,” and "litter-licking" is an example of alliteration, which adds
rhythm and emphasis to Donkey's insult.

Children's Language: The film is intended for a younger audience, so the
text has a simplified vocabulary and is structured to be understandable for children.

Parody and Wordplay:

Fairy Godmother: The name "Fairy Godmother" is a satirical twist on the
conventional fairy tale figure who grants wishes for goodness. In the film, this
character subverts expectations by utilizing her powers for personal gain, thereby
offering a satirical commentary on the commercialization of magic.

Prince Charming: The character Prince Charming is a clever play on the
archetype of the charming prince commonly found in fairy tales. His name is both
iconic and ironic, as he embodies self-centeredness and shallowness rather than
traditional heroism.

Creative Character Naming:

Gingy (Gingerbread Man): Gingy's name is a delightful play on the word
"ginger." This clever naming choice highlights his unique gingerbread cookie form,
infusing humor into his character.

Language Slogans and Specific Expressions: The film may use specific
language slogans and expressions that characterize the characters and their

situations. The film plays on the "Happily Ever After" slogan commonly associated
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with fairy tales. In this case, it's turned into a magical potion that is meant to ensure
a happy ending. The use of this slogan as a potion name adds a humorous twist to
the traditional fairy tale concept.

Cultural Icons:

Cinderella: Cinderella is one of the most iconic characters in the world of
fairy tales. Her story, originally popularized by Charles Perrault and the Brothers
Grimm, is a classic rags-to-riches tale of a young woman who overcomes adversity
to find her true love. Her name is synonymous with the fairy tale genre itself. In
"Shrek 2," Cinderella's appearance adds a layer of cultural recognition to the story.
Her presence creates an expectation of a traditional fairy tale, which the film then
playfully subverts. The same happens to other iconic characters, which appeared in
“Shrek 2” — Snow White, Sleeping Beauty, Pinocchio etc.

The narrative of "Shrek 2" is a prime example of film discourse, which
fundamentally relies on the film's script. This discourse is meticulously constructed
using an array of cinematic elements, encompassing editing techniques, the
orchestration of sound, the emotive facial expressions conveyed by the characters,
sound effects that punctuate the scenes, the harmonious interplay of musical
accompaniment, and numerous other tools that form the very language of cinema.
Each of these components contributes to the cohesive storytelling within the film,
making it a testament to the art of cinematic narration, where the script serves as the
foundation upon which the broader visual and auditory symphony is orchestrated.
[31, cT. 16]

The linguistic aspects found within the script of "Shrek 2" render it a
captivating subject for in-depth linguistic scrutiny. Through this lens, one can
embark on a fascinating exploration of the diverse linguistic devices cleverly
employed to craft humor, facilitate character development, and intricately convey
the storyline. It's a valuable opportunity to delve into the intricacies of language as
a narrative tool, uncovering the mechanisms by which the film achieves its comedic
effects, builds multi-dimensional characters, and seamlessly narrates its plot. By

delving into these linguistic intricacies, one can gain profound insights into the art
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of storytelling and the nuanced strategies that underlie the creation of animated
cinematic masterpieces.

In the context of contemporary English-language film discourse, onyms serve
a dual purpose. They not only bestow names upon objects or characters but also
convey details about their traits, skills, psychological condition, life story, and
affiliation, particularly in the realm of animated films. These proper names are
essentially "descriptive," intentionally crafted to provide viewers with initial insights
into the characters based on their names.

Anthroponyms are considered to be motivated units, the integral component
of whose meaning is a "cultural microcomponent, where the connection of unofficial
anthroponyms with the culture, traditions and customs of the ethnic group can be
traced" [25, ct. 7-8]. Thus, when studying the methods of formation of English-
language names of film discourse, one can come to the conclusion that they are
presented in two models: single-component and multi-component.

To the first category we include onyms that are graphically designed with one
word, for example, Shrek, Fiona, Donkey. In most cases, one-component onyms are
used to name the heroes, these are their names, but multi-component ones are also
used, which are presented in the form of word combinations. For example, some
place names and even the names of certain characters are formed using adjective +
noun and noun + noun models (Prince Charming, Sleeping Beauty, Puss in Boots,
Snow White, Little Mermaid, Poisoned Apple). A syntactic feature of these onyms
is often that many of them are used with an article [25, ct. 10] (The Galactic Senate,
The Black Widow from other films).

The naming of characters in film discourse is a thoughtful process, with a
focus on capturing the essence of the hero. Nevertheless, the predominant approach
still leans toward utilizing concise, brief, one-part or multi-part names. These forms
are designed to be easily retained by the audience, fostering specific connections and
impressions.

In the realm of animated cinema, exemplified by the masterful work "Shrek

2," proper names, or onyms, emerge as meticulously chosen linguistic tools. These
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onyms do far more than merely act as identifiers; they assume a multifaceted role,
infusing the narrative with depth, humor, satire, character development, and
profound meaning. By employing these onyms, the film not only adheres to
traditional fairy tale conventions but also deftly subverts them, introducing layers of
complexity to the storyline. This deliberate and astute use of onyms constitutes a
pivotal factor in the movie's timeless appeal, captivating audiences across
generations and solidifying its status as a beloved animated classic. The semantic
and lexical intricacies woven into these onyms bestow upon the film a distinctive
charm and wit, rendering it an enchanting cinematic journey suitable for both

children and adults alike.
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2.3 Classification of onyms in Shrek 2

The Academic Explanatory Dictionary defines onomastics as: "A branch of
linguistics that studies proper names" and also as "A set of proper names in the
vocabulary of a language" [46].

Onomastics (from the Greek ONOMA - name) is a special historical
discipline that studies all proper names, their functioning in language and society,
the patterns of their formation, development and constant transformations [21, cT.
1]. Each onym usually contains information about the specifics of the named object,
phenomenon or person, historical period, features of belonging to a certain culture,
possibly giving a certain evaluative or emotional characteristic.

Usually, scholars investigate one or more specific types of proper names in
their works. The most common and studied are anthroponyms and toponyms, but
not only these groups make up the concept of onymus. In general, researchers use
M. P. Kocherhan's classification if it is necessary to characterize the concept of
onymus or to analyze the ways of translating proper names from English.

According to M. P. Kocherhan, proper names are classified into the following
groups:

Anthroponyms (names of people), zoonyms (animal nicknames), toponyms
(geographical names), theonyms (names of deities), astronyms (names of celestial
bodies), cosmonyms (names of areas of space and constellations), chrononyms
(names of segments of time, etc. associated with a certain historical event), ideonyms
(names of objects of spiritual culture), chrematonyms (names of objects of material
culture), erhonyms (names of associations of people), hydronyms (names of bodies
of water), ethnonyms (names of peoples, ethnic groups). [32, ct. 186].

In her dissertation, O. V. Pielina analyzes another type of onyms -
pragmatonyms, which has its own subspecies (architectonyms, chrematonyms,
poreonyms, phaleronyms, and tovaronyms), and also distinguishes subtypes of
ideonyms - artonyms, biblionyms, gameronyms, georonyms, documentonyms, and

chromonyms [38, ct. 19].
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Proper names are very important in cartoons, as they help to establish
characteristics and identify characters, places, and events. They can indicate the
nationality, ethnicity, religion or other important characteristics of the characters.
For example, the proper name "Shrek" helps to understand that this is a green ogre,
and not an ordinary person.

In addition, proper names establish the place of action sometimes even to the
extent of a fantastic area, which helps to immerse yourself in the atmosphere of a
fairy tale or a fantastic world. For example, the proper names "Far Far Away" and
"Fairy Godmother" made the atmosphere of "Shrek 2" more fantastic and fairy-tale.
So, onyms are an important element of any text, including cartoons, because they
help clarify the characteristics of characters and places, and also increase the variety
and depth of the text, which is why there are many proper names in the English-
language authentic text of "Shrek 2".

Thanks to the combination of the reserchings and analyses of the above-
mentioned scientists, an extended classification for the analysis of onymic
combinations from the text was formed:

o Anthroponyms (personal names, patronymics, surnames, nicknames,
pseudonyms): Prince Charming, Fiona, Shrek, Pinocchio, Harold, Lillian, Sleeping
Beauty, Puss in Boots, Cinderella, Snow White, Hansel and Gretel, Thumbelina,
Little Mermaid, Cedric, Jill, Doris, Gingy, Kyle;

o Zoonyms (proper names of a species or individual animal): Wolf,
Donkey, Dragon, Puss in Boots;

o Toponyms:

choronyms (names of countries or administrative territories): Kingdom of far,
far away, Worcestershire;

urbanonyms (names of inner-city objects): Fairy Godmother's Potion
Factory;

helonyms (names of swamps): Shrek’s swamp,

erhonyms (names of institutions, establishments, shops): "Poison Apple";
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o Pharmaconyms (names related to medical preparations, drugs,
vaccines and other means for the treatment of humans and animals): Toad stool
softener, Elfa seltzer, Hex lax, "happily ever after”, "beauty divine";

o Hastronyms (names of dishes, drinks, seasonings, etc.): Renaissance
wraps, Curly fries, Taco, Monte cristo sandwich;

o Titulonyms (names of positions, titles): king, queen, princess,
sergeant;

o Mythonyms (elements of myth and related stories (fairy tales, legends),
proper name of the object or subject appearing in them): Fairy godmother;

o Musiconyms (names of compositions, genres, musical groups, names
of musicians): The fancy pants club band (Shrek’s joke).

o Chrononyms (names historically important for humanity or a specific
community of a period of time): Renaissance;

o Ludonyms (names of games, entertainment and amusements):
"Jenga", "Parcheesi”, "Go Fish", "Crazy Eight", "Operation", "Hangman",
"Twister";

Such a classification will help in the analysis of the onomastic space of the
work and better reveal the theme of the work.

The main functions of these onymes, as literary and stylistic units, are to help
the target audience understand the text adequately, create a subtext or influence it,
and accelerate the reader's immersion in the world invented by the author.

As mentioned previously, all proper names are intimately connected to the
main characters' identities and personalities. The author uses names to unveil the
characters' traits, just as they do through their dialogues. These two elements are
interlinked.

As indicated before, Shrek's name is both memorable and suggestive. The
name, resembling "shriek," initially creates the impression of a menacing character.
However, it defies these expectations as Shrek's endearing and unconventional

character becomes apparent. The speech of a character with such a name should be
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a little strange, interesting and unusual. Shrek's manner of speaking is characterized
by the use of informal language. When comparing "Shrek" with "Shrek-2," it
becomes evident that in the sequel, Shrek employs even more informal language
than in the original. In the first film, he utilizes phrases like "hang on," "hold the

phone,” and contractions such as "yankin'," "ya'," and "doin'." However, in the

second movie, his vocabulary includes terms like "recon,” "gonna,"” "gee," "buddy,"
"barge in," and "fella," among others.

Mike Myers, the renowned actor, provided the voice for Shrek, imbuing the
character with an Irish accent. Shrek's range of emotions includes anger, frustration,
pity, irony, inquisitive tones, and at times, even sarcasm. This green ogre is anything
but ordinary. Despite being initially portrayed as a creature that frightens people and
supposedly makes clothing from their skin, shaves their livers, and extracts jelly
from their eyes, Shrek ultimately reveals himself as a remarkably sensitive, loving,
and devoted husband and a loyal friend who consistently supports his loved ones.
Shrek's transformation challenges conventional beliefs about monsters and
challenges preconceived notions of what is considered evil.

Shrek's Irish accent perfectly complements the purpose of his name. He
pronounces [A] instead of [a], [2] and is using [p] instead of [a:]. Besides, Shrek
often stresses words or word groups emphatically without retardation of the tempo
of the speech. In the script such words are represented graphically by means of
graphones.

E.g.: (10) "The kingdom of Far Far Away, Donkey. That's where we're going.
FAR... FAR. away..." (SHR, URL).

In the film itself these stresses are mostly represented by "shriek" intonation.

Fiona's name carries an air of royalty, reflecting her role as a princess. The
name evokes notions of femininity and elegance, providing a foundation for her
character growth and change. Fiona is portrayed as a resilient and self-reliant woman
who harbors hidden aspects. She possesses both combat abilities and a royal lineage,
yet her most significant revelation unfolds as the movie progresses. Fiona

symbolizes the importance of family values and unwavering dedication.
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Cameron Diaz lent her voice to bring Fiona to life in the film. Fiona is a
beautiful princess hailing from the kingdom of Far Far Away, described as a "a fiery
red head... from a dragon guarded castle, surrounded by hot boiling lava™. She holds
a strong belief in true love and Prince Charming but surprises everyone with her
ability to engage in combat reminiscent of Matrix-style action. Contrary to our
assumptions, she marries an ogre and undergoes a transformation to become one
herself. Regarding her speech, Fiona's pronunciation aligns with that of a native
English speaker:

(11) “So, Shrek, I pray that you take this favor as a token of my gratitude”
(SHR, URL).

[sou ‘freek ai ‘prei dcet ju: 'teik dis 'feiva cez 2 'toukn av mai 'gratitju:d].

Regarding Fiona's language, in "Shrek," she uses a formal and somewhat
antiquated form of the English language, occasionally employing words like "thy"
and "thee." These archaic terms can present translation challenges. Among the
brightest examples there is this from the first "Shrek" cartoon:

(12) “Fiona: You did it, you rescued me! You're amazing, you're wonderful,
you're... a little unorthodox, I'll admit, but thy deed is great and thy heart is pure. |
am internally in your debt” (SHR, URL).

To translate belles-lettres, including Old English vocabulary, into Ukrainian,
translators employed the Ukrainian literary language:

(12) “Diona: Bu syminu! Bu mene epsimysanu! Bu — oueo, éu — uydechuil, 6u...
mpoxu HebaHaNbHUll, 8U3HAO Ye, ane... T8ill nodsue seruynull i cepye meoe uucme.
A nepeo eamu 6 siunomy 6opey” (ILIP, URL).

The name of the donkey is refreshingly simple, reflecting his straightforward
and humorous character. It sets up a comedic contrast with Shrek, underscoring their
unique personalities. Donkey is a humorous and chatty donkey, ever eager to assist
Shrek in any escapade. He possesses the unique skill of speech and is always
prepared to voice his thoughts. Throughout the movie, Donkey maintains his

memorable role as a source of comic relief.
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Donkey is brought to life with voice acting from Eddie Murphy, an African-
American actor who frequently uses African-American Vernacular English. Donkey
Is a loquacious character, speaking rapidly with a touch of verbal exuberance, often
managing to utter a hundred words in a mere second. He sings, hums, and conveys
his emotions promptly as they arise — that's the essence of Donkey. When discussing
his speech patterns, it's worth noting that it's quick, characterized by contractions,
and carries the distinct flavor of African-American Vernacular English. Donkey's
primary vocabulary consists mainly of slang. The first movie uses slang sparingly,
the prevailing language is informal and conversational, second movie uses much
more slang. So, some examples can be provided:

(13) They ain't nothin® but a bunch of little dots” (SHR, URL).

(13) Apyssaxo, ma mo npocmo xyna manenvkux kpanowok” ((LIP, URL).

(14) Donkey! (SHR, URL).

(14) Yes, roomie?” (SHR, URL).

(14) Bicmoue! (IP, URL).

(14) Tax, opyace?” (11IP, URL).

To translate slang, translators used lexical compensations and equivalent
variants of Ukrainian slang.

The character Puss in Boots is introduced with a name that cleverly blends
different qualities. "Puss" suggests adorableness, like a cute kitten, while "in Boots"
adds an adventurous and daring element. This name mirrors his delightful yet bold
personality. He's a magical cat who becomes part of Shrek and Donkey's team in the
film. Puss in Boots is famous for his grace, expertise, and his constant wearing of
boots. He sports a Spanish accent and captures the audience's affection with his
charisma.

Puss is wired for sound by the famous actor Antonio Banderas, who speaks a
great Andalusian accent. The interesting point is that for the citizens of Latin
America Antonio rewired this part with Castilian accent, which is more
understandable for them and the jokes are more funny. Puss in Boots, the killer of

the forest ogres from the fairy tale by Sh. Perro is periodically swearing in Spanish
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and changes from the killer into a fluffy creature with big eyes. The phonetic
peculiarity of Puss's speech is that he speaks with the Spanish accent.

Puss's speech is stylistically marked as far as phonetics and pronunciation are
concerned. When talking about the lexis Puss uses, here the barbarisms must be
definitely mentioned. Through the whole cartoon Puss uses Spanish words:

(16) “Puss. The rich king? Si” (SHR, URL).

(15) “Puss. No problemo, boss. In one of my nine lives | was the great cat
burglar of Santiago de Compostella!” (SHR, URL).

(7) “Puss. Senor! To make the effects of this potion permanent the drinker
must obtain his true love's kiss... by midnight ” (SHR, URL).

In the Ukrainian translation, these barbarisms were preserved, only sometimes
replaced by other words closer to the Ukrainian audience, or emphasized the desired
effect with intonation during dubbing.

Thus, proper names play a crucial role in defining traits and distinguishing
individuals, locations, and occurrences. They can signify a character's nationality,

cultural background, religion, or other significant attributes.
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CONCLUSIONS TO CHAPTER 2

In conclusion, the exploration of fairy tales, both in their original literary form
and as translated texts in various media like cartoons, reveals a rich tapestry of
cultural expression and linguistic challenges. Fairy tales, as literary works, serve as
windows into the collective psyche and cultural ethos of societies. They are not mere
stories but intricate narratives deeply rooted in the historical, social, and moral fabric
of their origins. Through imaginative elements, they convey both the enchanting and
the pragmatic aspects of life. Translating these works demands a profound
understanding of the source culture, careful preservation of linguistic and cultural
nuances, and the ability to convey hidden meanings and symbolic imagery.

Moreover, fairy tales often find new life in animated adaptations like cartoons.
This transition from the written word to visual storytelling brings its own set of
challenges. Translators must consider not only linguistic elements but also the visual
and auditory aspects of the medium.

"Shrek 2" is a delightful animated film that blends humor, satire, and cultural
references to create a multi-layered experience for audiences of all ages. Directed by
Andrew Adamson, Kelly Asbury, and Conrad Vernon, this sequel to the original
"Shrek™ film continues to entertain and captivate viewers. Through its clever
character naming, linguistic humor, and cultural parodies, "Shrek 2" offers a unique
take on classic fairy tales while also providing insightful commentary on
contemporary culture. It's a film that not only brings laughter but also encourages
audiences to look deeper into the world of animated storytelling, making it a timeless

classic in the realm of animated cinema.
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CHAPTER 3. THE INFORMATIVENESS OF ONYMS IN “SHREK 2”:
METHODS OF TRANSLALING

3.1 The main problems of rendering fairy tales

The examination of foreign proper names occupies a prominent and vital
position in the field of linguistics. Proper nouns, also known as onyms, encompass
names assigned to particular entities, individuals, or geographic locations, and they
represent a high-frequency category within the lexicon of any language.
Consequently, ensuring the accurate and faithful rendition of these names during the
processes of translation and borrowing is of utmost significance. It is imperative to
acknowledge the profound impact that precise onym translation or adaptation can
have on the effectiveness of cross-linguistic communication, textual cohesion, and
cultural preservation.

The challenge in translating proper names arises from their distinct role in
communication. This unique role necessitates a specific approach to the handling of
onomastic vocabulary, which differs from the treatment of other types of lexical
units [48].

The topic of translating onomastic elements presents itself as a pressing
challenge in contemporary translation studies, particularly when considering the
realm of cinematography. In the context of modern cinema, a significant objective
IS to craft characters that leave a lasting impression on the audience, evoking specific
associations and fostering memorability. This places a considerable responsibility
on the process of translating names and titles into Ukrainian, as the translations must
strive for more than mere equivalence; they must also ensure comprehension and
resonance with the Ukrainian viewers. Achieving this requires a careful balance
between faithful linguistic adaptation and effective audience engagement.
Moreover, it underscores the dynamic role of translation in bridging the gap between
cultures and fostering a deeper connection between cinematic narratives and their
diverse audiences.

Translating proper names in literary texts serves the purpose of achieving

effective communication and functional efficiency. While it is acknowledged that
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this category of vocabulary poses significant challenges when undergoing
translation into a foreign language, ensuring equivalent translations remains
essential for producing a comparable impact on the reader. Even though proper
names are categorized as "non-equivalent vocabulary," it should be noted that this
does not imply they cannot be translated at all.

The process of translation is a rather complex activity, especially when the
author uses different artistic means and a kind of unique style, which the translator
has to reproduce in the source text. A special obstacle is the translation of proper
names, in particular those that have a specific function, such as allusiveness or
eloquence, vivid imagery. In order to preserve the adequacy of the translation and
all communicative norms, the translator uses lexical and grammatical
transformations and can choose a strategy of foreignization or domestication in order
to reproduce the author's style and convey the idea of the work to the reader. In
addition, onyms can be part of a pun, and therefore often require an additional search
for deciphering information using the context.

According to A. H. Hudmanyan, there are five ways of including foreign
proper names in the text:

1)  transplantation — inclusion of a word with the original spelling;

2)  adding certain notes;

3) transliteration;

4)  practical transcription:

5)  direct translation. [12, cT. 19]

The scientist considers the first two methods unacceptable for the transfer of
foreign proper names by means of Ukrainian graphics.

M. V. Berezhna in her work singles out methods of morphogrammatic
modification (practical transcription / transliteration), semantic explication
(commentary translation), limitation of variability [3, ct. 63].

Scientists tentatively divide the translation of a film as a creolized type of text
into two stages: pre-translation and translation. At the pre-translation stage, the

translator works with the analysis of the video series according to certain principles
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that are used during the actual translation stage, for example, the principle of seriality
(familiarization with the film translations of the names in the past films of the named
series, in this case — familiarization with the Ukrainian variants of the names of the
characters that were present in the first film "Shrek™) [10, cT. 94].

Conversely, the process of character or object analysis stands as a pivotal
component in the comprehensive groundwork leading to effective translation. In
translation, the task extends beyond the mere act of labeling a character; it entails a
meticulous exploration of every facet that defines that character or object. This
intricate analysis is imperative for conveying the name or title with the utmost
precision, considering factors such as the character's alignment with the light or dark
side, distinctive attributes, and any other traits that contribute to the character's
unigueness. The translator's role in this context goes beyond linguistic accuracy; it
encompasses the nuanced art of ensuring that the translated name resonates
harmoniously with the character's essence and the broader narrative, thereby
enhancing the viewer's immersion in the cinematic experience. This multi-
dimensional approach reflects the translator's dexterity in capturing both the textual
and contextual intricacies, enriching the overall quality of the translated content.

Researcher O. Hrekov believes that there are four main official versions of the
translation:

1) leave the onymas it was in the original language (most often with those
onyms whose name is written in Latin);

2)  transcribing an onym (according to the current rule of transcribing from
a certain language as a translation transformation);

3) transliteration (however, this practice is used less and less, it is used only
in the absence of graphic means of displaying transcription in the language);

4) translation of the onym (if it is an onym, the understanding of the meaning
of which depends on the understanding of the text) [9, ct. 97].

The translator must accurately reproduce the names and titles, following the

style in which the translation is carried out.
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Proper names are a quintessential representation of non-equivalent lexical
items, and as such, their translation within a literary context invariably serves the
purpose of optimizing communicative functionality. This category of vocabulary
poses a particularly intricate challenge for translators, primarily owing to its inherent
resistance to transformation. However, it's essential to underscore that the ultimate
goal in translating proper names lies in attaining the zenith of communicative
efficacy. Consequently, it becomes evident that while these linguistic entities present
formidable hurdles for translators, striving for an equivalent translation is a
fundamental necessity, albeit an arduous one, in the pursuit of ensuring effective
communication within the literary text. Therefore, proper names are most often
transmitted using translational transliteration and transcription; descriptive
translation etc.

Translators are faced with the problem of translating onyms due to the need
to reproduce in the translation text a semantically filled name that has a certain
internal form, historical and cultural allusiveness and imagery. If two languages are
based on the same system of letters, in this case the proper name can be transmitted
by completely preserving its spelling in the original [48, cT. 262]. However, when it
comes to Ukrainian and English, this method is unsuitable, because these two
languages have different systems of letters.

It is advisable to use the following methods of conveying a proper name:

1)  the method of selecting a functional analogue (the linguistic unit of the
original is conveyed by a lexical unit of the translation language, which has the
intention to evoke similar emotions in the viewer of the Ukrainian tape as in the
viewer of the original tape);

2)  the method of selecting a semantic neologism (use of a new word or
word combination, which was invented by the translator and allows to convey the
semantic content of the original linguistic unit);

3)  descriptive translation (transmitting the meaning of a word using a more
or less common explanation in cases where it is impossible to find an analogue in

the language of translation).
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The most important task facing the translator when transferring onyms,
especially eloquent ones, is to "invent" an equivalent. Achieving this goal is a
complex process that requires the translator not only to have thorough knowledge of
the original and translation languages, but also background knowledge and
imagination. Pretentiousness and unreliability in the translation of proper names lead
to the loss of the style and color of the work, and the translation no longer affects
the viewer in the same way as the original. However, one cannot do without
transformations. Proper names belong to the category of onomastic realities, that is,
the main tool of the author of the film is names and onyms, which not only
correspond to the peculiarities of the genre, but also represent a "hint" for the viewer.

Canadian linguists and translation experts Zh.-P. Vine and J. Darbelne call
adaptation one of the methods of translation. It is used in cases where the original
situation does not exist in the translation language and must be conveyed through
another situation that the translator considers equivalent [62, ct. 352]. But according
to researcher A. Yakymchuk, the translation strategy of domestication is the most
successful, in other words, replacing specific cultural elements of the derived text
with elements of the addressee's culture. She calls this strategy "adaptation to the
target audience" [49].

But at the same time, scientists have not reached a consensus regarding the
classification of methods of translating proper names due to the specifics of different
genres of films. In conducting a study of the transfer of English onyms into the
Ukrainian language, the following most used methods of translation were identified:
selection of traditional counterparts (equivalents), transliteration (transmission of
signs of one language with corresponding letters of another), transcription
(transmission of sounds of the original language with corresponding signs of the
source language), mixed transcoding (combination of transliteration and transcribing
in accordance with the requirements of the target language), adaptive transcoding
(transmission of a slightly adapted grammatically or phonetically adapted word form
in the source language to the target language), tracing (literal translation with the

aim of preserving the original semantics), transposition (selection of an analogue
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that is as understandable as possible to the Ukrainian-speaking viewer), semantic
explication (use of an additional explanation, which is not in the original, for clearer
understanding by the Ukrainian-speaking recipient).

The animated film Shrek was dubbed in 2006 by the Ukrainian studio
"Postmodern Postproduction™ (then the studio operated under the brand
"Pteroduction Sound") on the order of the TV channel "ICTV". However, in 2017,
a new dubbing of this tape was released, commissioned by the TV channel "TET".
The Shrek 2 part studied in the work was officially presented in cinemas in Ukraine
on August 19, 2004, but there is no information about the first translation into our
language. Although, there is information that the cartoon was dubbed by the studio
"Tak Treba Production” on the order of the national online cinema "Sweet.tv" in
2021.

The most popular translation transformations used when rendering Shrek
cartoons, in particular Shrek 2, are: transcoding, loan translation, descriptive
translation, and actual translation.

In addition, when translating onomastic realities in cartoons into other
languages, in addition to formed traditions and established rules, subjective factors
always play a significant role. Among them is the influence of individual translation
style and a number of objective factors that should always be taken into account.
Among them are the following:

a)  the principle of euphony;

b)  preserving the identity of the name (correct identification of variants of
the same name);

c)  adaptation of the name to the grammatical system of the host language;

d) consideration of national and linguistic affiliation;

e)  the ability of the name to form words (the proper name must acquire the
ability to form derived words);

f) consideration of historical tradition;

g) taking into account the components of the meaning of the name, which

reflect the character of the hero;
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h)  taking into account the specific pragmatics of the task [49].

It is worth noting that the three most popular methods of transmission are used
for the translation of onyms - transcription, transliteration and tracing. At the same
time, the final choice of the equivalent remains with the translator and in most cases
Is determined by the following factors: the tradition of transmission, the pragmatic
and communicative purpose of using proper names, the correlation of the
morphological, phonetic and graphic norms of the languages between which the

translation is carried out, etc.
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3.2 Onyms in Shrek 2 as cultural references

Like its predecessor, Shrek 2 also acts as a parody film aimed at adapted
children’s fantasy (mostly adapted by Disney). Literary scholar Professor Simon
Dentith defines parody as "any cultural practice which provides a relatively
polemical allusive imitation of another cultural production or practice” [56, cT. 9].
Many actions of the heroes and even their own names often have hidden meaning in
“Shrek”. As in other DreamWorks animated films, there are also allusions to
American popular culture.

One of the clever aspects of Shrek 2 is its ability to simultaneously entertain
children with its colorful characters and humor while offering a deeper layer of satire
that adults can appreciate. The film takes well-known fairy tale characters and puts
them in unconventional situations, offering a fresh perspective on age-old stories.
For example, the character of Puss in Boots, a swashbuckling feline, is a witty take
on the classic fairy tale cat, but also a playful nod to Zorro, the iconic masked hero
from American film.

Furthermore, Shrek 2 doesn't solely depend on character parodies for its
humor and social commentary. It adeptly employs satire to lampoon numerous facets
of celebrity culture, consumerism, and the media. The kingdom of Far Far Away,
with its extravagant Hollywood-inspired lifestyle, operates as a poignant
commentary on materialism and the obsession with celebrity.

Apart from the layers of satire and parody, Shrek 2 upholds DreamWorks'
tradition of incorporating pop culture references and subtle inside jokes that may go
unnoticed by younger viewers. These references introduce an additional layer of
humor tailored to adult audiences, ensuring that the film is entertaining for viewers
of all age groups.

Cultural allusions in the film Shrek 2 do not sound in the words of the
characters and are not clearly spelled out in the text. That is, these proper names do
not appear on the screen and in the conversations of the characters. However, they
can be seen in various scenes throughout the film, thanks to which the necessary

proper name will appear in the minds of the audience. An allusive proper name
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denotes a certain person and causes a number of associations that lead the reader to
the original image [33, ct. 8]. If the author creates a vivid character, then later, when
he is remembered, the features inherent in the character appear in the mind of the
audience, which were remembered by the viewer, for example, appearance, actions,
character traits, thoughts, a peculiar model of speech, etc.

Among the most noticeable cultural allusions in Shrek 2 can be highlighted:

2. The Little Mermaid

The movie opens with Shrek and Fiona relishing a romantic beachside picnic
during their honeymoon. Their idyllic moment takes an unexpected turn when a
colossal wave engulfs them, and as it recedes, Fiona is nowhere to be seen. In her
place, Shrek finds himself clutching a mermaid bearing a striking resemblance to
Ariel from Disney's "The Little Mermaid." Fiona, upon witnessing this, becomes
incensed. She seizes the mermaid by her tail, swings her around a few times, and
ultimately tosses the Ariel doppelginger back into the sea. In the depths, the
mermaid character is instantly besieged by two sharks, one of which strikingly
resembles the iconic Great White shark from Steven Spielberg's 1975 masterpiece,
"Jaws".

3. Lord of the Rings

The scene in "Shrek 2" where Shrek inadvertently slides the ring onto Fiona's
finger bears a distinct reference to a parallel moment in "The Lord of the Rings: The
Fellowship of the Ring," where the ring is thrown, and through a magical twist of
fate, it lands on Frodo's finger.

Furthermore, in the heartwarming wedding scene in "Shrek," the disappearing
ink on Shrek and Fiona's rings directly alludes to the iconic One Ring from "The
Lord of the Rings." These rings share commonalities—they are both made of gold,
feature identical fonts, and employ the concept of disappearing text. However, the
key difference lies in the inscription: Shrek and Fiona's rings bear the words "I Love
You".

Although drawing a connection between the symbolism of marriage and the

dark allure of the seven magical rings from "The Lord of the Rings" may seem like
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a bit of a stretch, the world of "Shrek" is known for its abundance of references and
chaotic humor. Viewers could find themselves dissecting the meaning behind this
parallel for quite some time.

4, Spider-Man (upside down spider-man Kiss)

This scene in the movie is rather direct and depends more on visual elements
than spoken words to communicate its message. Shrek ends up caught in a hunter's
snare, dangling upside-down from a tree by his ankle. In the process, his face gets
smeared with mud, forming a mask over his eyes that calls to mind a famous
superhero known for concealing his identity, specifically Spider-Man.

When Fiona approaches Shrek and shares a kiss with him in this peculiar
situation, the cinematic parallel to Spider-Man becomes evident. Shrek's mud-
created mask resembles Spider-Man's iconic mask, and the young couple shares an
intimate moment despite being in gravity-defying positions.

It's worth noting that, unlike the original Spider-Man storyline where Peter
Parker's true identity is concealed from Mary Jane, Fiona already knows who Shrek
is when they share this Kkiss. This adds a unique twist to the comparison between
Shrek and the superhero, as their dynamics differ in this particular scene.

5. King Charles

This particular pop-culture reference is exceptionally conspicuous but often
overlooked within the context of one of the standout scenes featuring the Fairy
Godmother in "Shrek 2." Her introduction musical number in the film is a
memorable moment where she sings about fulfilling every one of Fiona's desires. In
the song, the Fairy Godmother touches on various subjects, including obscure dog
breeds and cellulite, and even channels the concept of bringing furniture to life, akin
to the enchanted objects in "Beauty and the Beast."

However, the franchise takes a further step into real-world satire when the
Fairy Godmother sings about transforming Fiona into "the kind of gal the prince
would date." This moment places Fiona in front of a vanity mirror with an image of
Prince Charles, who is now the reigning monarch in the United Kingdom.

6.  The Sir Justin poster on Fiona’s wall
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If we consider Far Far Away as a clear parody of Hollywood, which is a
reasonable assumption given the city's unmistakable resemblance to the Hollywood
Hills sign, it follows that even teen pop icons get the satirical treatment. For instance,
within Fiona's childhood bedroom, Shrek discovers a hand-drawn poster depicting
the boy band sensation Justin Timberlake, humorously titled as "Sir Justin."

Considering that the movie was released in 2004 and Justin Timberlake had
embarked on his solo career with the album "Justified" in 2002 after leaving the
popular boy band NSYNC, the title "Sir Justin” in the context of Hollywood satire
seems fitting for his role in the entertainment world.

7. The Wizard of Oz

"Shrek 2" actually includes several nods to the 1939 MGM classic, "The
Wizard of Oz":

o When Shrek disembarks from the carriage in Far Far Away, he quips,
"We're definitely not in the swamp anymore."” This is a playful reference to Dorothy's
famous line in "The Wizard of Oz" when she first arrives in Munchkinland: "Toto,
I've got a feeling we're not in Kansas anymore."

o The entrance of the Fairy Godmother in "Shrek 2" is depicted with her
encased in a bubble, mirroring how Glinda the Good Witch made her grand entrance
in "The Wizard of Oz."

o In the background of "The Poisoned Apple"” scene, observant viewers
can spot the talking apple trees, which harken back to the ones that caused trouble
for Dorothy and the Scarecrow on their journey to Oz, even appearing to engage in
an arm-wrestling match.

. When Donkey gets caught in the rain, he humorously exclaims:

(9)"I'm melting! I'm melting!" (SHR, URL).

This is a direct reference to the iconic moment when the Wicked Witch of the

West meets her demise in "The Wizard of Oz."
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These clever references in "Shrek 2" pay homage to the classic film while
adding a humorous and satirical twist to the familiar moments from "The Wizard of
Oz."

8. LA / Hollywood references

When Shrek, Fiona, and Donkey reach Far Far Away in "Shrek 2," the film's
level of satire takes off dramatically. It cleverly incorporates various Southern
California landmarks and elements associated with Californian culture.

o One notable example is the "Fairy Godmother" billboard they pass by,
which closely mimics the style and pose of the well-known "Angelyne"
advertisements that are iconic in Hollywood. "Angelyne — is a Tinseltown legend
in her own mind. A bosomy blonde who paid out a small fortune a few years back
for a series of billboards. With the hope that this elaborate PR effort would somehow
Kick-start her career. It didn’t." [27]

o Beverly Hills Sign: Dreamworks Animation sought permission from
Beverly Hills to parody its iconic shield-shaped sign. This is why the film includes
an end credit that acknowledges that the "BEVERLY HILLS SHIELD DESIGN" is
a registered trademark of the City of Beverly Hills.

o Bob's Big Boy: The film pays homage to the beloved Burbank eatery,
Bob's Big Boy, by slightly altering its exterior and renaming it as "Friar Fat Boy's."

o Hollywood Bowl: The historic Hollywood Bowl, a prominent Southern
California architectural landmark, makes a cameo appearance in the background
during the Fairy Godmother's musical number in "Shrek 2's" Royal Ball sequence.

o Hollywood Sign: In the movie, an enormous sign reading "Far Far
Away" is perched high on a hillside above King Harold and Queen Lillian's castle,
reminiscent of the "Hollywood" sign. To use this trademarked image, the film
includes a credit statement buried deep in its credits, noting that "The Hollywood

Sign" is used with the permission of the Hollywood Chamber of Commerce.
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o Rodeo Drive: The upscale shopping district in Beverly Hills, Rodeo
Drive, serves as the inspiration for Far Far Away's main street. In this sequence,
viewers can spot spoofs of Hollywood icons, including:

o Maps to the Stars Homes: In the world of "Shrek 2," you can purchase
a map to the Fairy Tale Stars' Homes, providing precise directions to the residences
of characters like Cinderella and Rapunzel.

. Sacks Fifth Avenue: Parodied as Saxxon Fifth Avenue, this is where
the elite of Far Far Away shop for their clothing before embarking on adventures.

o Starbucks: Transformed into Farbucks, a place where Fairy Tale
residents can indulge in lattes.

o Stretch Limos: In Far Far Away, these become stretch carriages,
oversized horse-drawn vehicles that allow the celebrity elite to make grand
entrances.

o Versace: Reimagined as Verachery, this shop specializes in top-tier
archery gear and attire.

o These references and parodies add layers of humor and cultural
commentary to "Shrek 2, contributing to its satirical take on contemporary
Hollywood and Californian lifestyle.

In summary, "Shrek 2" emerges as a remarkable showcase of animated satire
and parody, skillfully catering to the amusement of audiences spanning generations.
It artfully weaves a tapestry of cultural allusions and iconic cinematic references,
delivering a delightful and frequently comical perspective on timeless fairy tales and
the ever-evolving landscape of modern pop culture. This film manages to maintain
its appeal by offering a unique blend of humor and commentary that resonates with
both children and adults alike, solidifying its status as a classic in the realm of
animated cinema.

The film masterfully weaves these allusions into its narrative, creating a multi-

layered experience that appeals to viewers of all ages. From the clever nods to "The
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Little Mermaid" and "The Lord of the Rings" to the playful references to Spider-
Man and Prince Charles, "Shrek 2" is a treasure trove of satire and homage.

The film's inclusion of hidden cultural allusions that may not be explicitly
stated but are subtly embedded in its scenes adds an extra layer of depth for those

keen enough to spot them.
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3.3Translation transformations of proper names used in “Shrek 2”

M. Pienemann emphasizes that translation extends beyond mere word
substitution, characterizing it as an art form [64, ct. 62]. The issue of non-native
onyms, which holds practical significance, has long piqued the interest of
researchers and holds a prominent position in the field of linguistics. The inclusion
of foreign vocabulary in a text is not only valid but also essential. R. Heylen
underscores that every text conveys a distinct ideology and reflects the perspective
of the original author, serving as a means for expressing their worldview [60, cT. 3].

In general, researchers distinguish 4 ways of transferring onyms from English
to Ukrainian [12]:

1)  transcription — transmission of the sounds of the original language with
the corresponding signs of the source language;

2)  practical transliteration — accurate transfer of signs of one language into
corresponding signs of another;

3)  tracing is a literal translation with the aim of preserving the original
semantics as much as possible;

4)  transposition — replacement of an element with an analogue adapted for
the target audience.

Translating onyms within a literary text is consistently driven by the objective
of achieving effective communication and functionality. Within this context, the
issue of translating non-equivalent vocabulary becomes pertinent. Although non-
equivalent vocabulary, particularly onyms, presents a significant challenge, striving
for the highest level of efficiency necessitates finding equivalent translations for
them. The terminology "non-equivalent vocabulary,” specifically referring to
onyms, should not be misconstrued as implying that the translation of these words
Is unattainable. The communicative-functional approach to handling non-equivalent
vocabulary takes into consideration the distinctive characteristics of proper names.
Typically, proper names are rendered through translational methods such as
transliteration and transcription, descriptive translation, and straightforward

translation techniques.
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Thus, in accordance with the approaches to the translation of proper names
suggested by A. H. Hudmanian (I'yamanss, 2000, p. 26), 1. V. Korunets (Kopy#ets,
2003, pp. 92-112), V. |. Karaban (Kapa6an, 2004, p. 282), O.0. Selivanova
(CeniBanona, 2012, p. 137), S. Bassnet (Bassnet, 2002, pp. 67-73), and P. Newmark
(Newmark, 1988, p. 214) the following translation methods have been applied:

Transcoding — “the method of translation when the sound and graphic form
of the source language (SL) word is transmitted by means of the alphabet of the
target language (TL)” [22, cT. 282]. Transcoding is divided into four types as well:

a. Transcription — “conveying the sound form of the word of the SL with
the letters of the TL” [22, ct. 282].

(17) “What's that, Cedric? Right! Coming” (SHR, URL).

(17) “Llo o maxe, Cedpixy? loy!” (IUP, URL).

(18) “Shrek, stop it! Everything's gonna be...” (SHR, URL).

(18) “Llpexy, oocums! Hac mouno uexae...” (ILIP, URL).

(19) “I can hardly believe that, Lillian” (SHR, URL).

(19) “Iljo mu kaxcew, Jlinian?” (I1IP, URL).

The sound form of this lexical unit is reproduced in the translation by graphic
means of the target language in each of the above mentioned examples.

b.  Transliteration — “the transformation by means of which the word of
the original language is transferred by the letters of the translation language” [37,
cr. 11].

(20) “Just leave the bottle, Doris” (SHR, URL).

(20) “Jluwau naswxy, Hopic” (1P, URL).

(21) “I think, Harold, you're taking this a little too personally ” (SHR, URL).

(21) “Lapoavoe, mu 3anaomo epaznusut”’ (ILIP, URL).

The translation in both examples reproduces the graphic form of the proper
name of the SL, using the alphabet of the TL.

(22) “I know it would mean the world to Fiona” (SHR, URL).

(22) “/Ina Dionu ye oyace éanxcauso” (ILIP, URL).
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In this sentence, there is also a literal imitation of the word form of the
original. In addition, the descriptive translation of the phrase "it would mean the
world™ was also used when translating the sentence itself. While this method does
help reduce inconsistencies, letter-by-letter transliteration doesn't always capture the
original language's pronunciation accurately. Additionally, the resulting translation
may not always be user-friendly for Ukrainian speakers.

In accordance with the definition currently in use, descriptive translation
entails is “the use of a description to translate a term or a phrase in the source by
characterizing it instead of translating it directly” [55, ct. 142]. Nevertheless,
alternative perspectives on descriptive translation exist. For instance, certain sources
define the concept based on its social functions [55]. As Bazzi clarifies, Descriptive
Translation can be recognized as a tool that ““is used to present faithfully the values,
the hegemonic views or ideological positions of the target text participants” [53, cT.
201].

The translator conveyed the indicated phrase through the description of its
meaning - " dyarce saxciueo ", SO it is a descriptive translation.

C. Mixed transcoding is “preferable usage of transcription with
transliteration approaches” [22, ct. 282].

(23) “Hansel and Gretel? No! ” (SHR, URL).

(23) “I'enzenv i Ipemenv? Hi!” (ILIP, URL).

A component “Gretel” of a proper name has been transliterated. Another
component “Hansel” is transcribed in translation. One lexical element reflects the
sound form of the SL, another lexical element reproduces the graphic form of the SL
using the TL graphic means. Moreover, a method of domestication was used in both
words, as we add letter «w» in the end to make it sound in more Ukrainian way.

(24) “1 need a Monte Cristo Sandwich now” (SHR, URL).

(24) “Kasy i cenosiu «Monme Kpicmoy xymko!” (I1IP, URL).

One part of the proper name, "Monte Cristo," has been rendered through

transliteration. Meanwhile, the other part, "Sandwich," has been conveyed through

transcription in the translation. This linguistic approach involves mirroring the
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phonetic structure of the source language (SL) with one lexical element and
replicating the visual or written form of the SL using the graphic resources of the
target language (TL) with another lexical element too.

d. Adaptive transcoding is the adaptation of the SL word to the phonetics
or grammatical structure of the TL.

For example:

(25) “Have Fiona drink this and she'll fall in love with the first man she kisses,
which will be Charming” (SHR, URL).

(25) “/lati Dioni sunumu ye i 6ona noxoxac nepuio2o, koo noyinye. I ye 6yoe
Yapmine” (LLIP, URL).

The name “Charming” was adapted to the structure of the Ukrainian language
by rendering the beginning letters unit —ch, producing sound [] with Ukrainian letter
-4y, which produces the same sound. Moreover, the ending -ing is spelled as -iur
(typical for the ukrainian language), although it should be transcoded as -iur.

e. Loan translation is applied in the translation of the following proper
names:

(26) “Snow White. A handsome prince. Oh, no ogres. Sleeping Beauty. No
ogres!” (SHR, URL).

(26) “binocuisicka. Yapisenuit npuny. Koonoeo nodoxcepa. Cnasua Kpacymsi.
JKoonozo mooooicepa!” (ILIP, URL).

In the above example, each underlined element is reproduced by semantic

calque, i.e. translated word-to-word.
More examples include:

(27) “Now, ye ogre, pray for mercy from...Puss... in Boots! ” (SHR, URL).

(27) “A menep, moncmpe, moau npo nowaoy...y Koma...6 Yobomsx!” (11IP,
URL).

(28) “Face it, Donkey! We're lost” (SHR, URL).

(28) “Busnaut, Bicmoue! Mu 3abnaykanu” (IIP, URL).

f. Recognized translation is the official or the generally accepted

translation of any institutional term [63, ct. 89].
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(29) “Yes, 1'd like two Renaissance Wraps, no mayo...” (SHR, URL).
(29) “/si nepeniuxu Biopodoicenns, 6es coycy...” (IIP, URL).

In this example, the proper name “Renaissance” is reproduced in its

traditionally established form in the TL.

(30) “Cinderella."Lived happily ever after." No ogres! ” (SHR, URL).

(30) “Honentowxa. «I srcunu 00620 60HU | WACTUBOY - HCOOHO20 TH000NCepal”
(LLIP, URL).

In the above example, the name of the well-known princess Cinderella is also
translated by a recognizable translation, because in the Ukrainian language this
princess is called ITonemomxka. In addition, it is also a kind of a loan translation with
elements of domestication, because the English "cinder" can be translated into
Ukrainian as "nomin", and the diminutive suffix -ella is domesticated with the help
of the Ukrainian -rorxka.

It is worth adding that when translating the names in Shrek 2, the translators
of the studio "Tak Treba Production™ also used transformations that do not occur so
often when translating proper names. Among them are generalization, addition and
choosing near equivalent.

The first transformation to analyze is addition. It is “the translation of the SL
with the help of more signs or words in the TL, due to the necessity of explaining
the implicit information to the reader” [37, ct. 18]. Most often, this transformation
Is used to reveal the meaning of a word, equivalent for which doesn’t exist in the
language of translation, to specify the meaning of a word, to explain realia, due to
differences in grammar of two languages, or simply by the translator’s choice for
example for emotional sentence enhancement, etc. A good example for this is the
following sentence:

(31) “How do you explain Sergeant Pompous and the Fancy Pants Club
Band?” (SHR, URL).

(31) “Tomy npucnanu Cepocanma [namypa i Oprecmp imeni Moonux

LImanie?” (ILIP, URL).
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In this sentence the transformation of addition is traced. In order to evoke in
the Ukrainian audience the same emotional response that the SL sentence conveys,
we used the word "imeHni" in the band name, which reinforces the comic situation.
Moreover, it's just more typical for our language to use this word in orchestras
names, if they're named after somebody.

Generalization of meaning is “replacing the notions with narrow meaning in
the SL by the units with broader meaning in the TL” [11, ct. 68]. The application of
this transformation can be traced in the following example:

(32) “Don't you want to tell me about your trip? Or how about a game of
Parcheesi?”” (SHR, URL).

(32) “Poskasiceme npo noizoouxy? Yu ¢ kapmu siepaemo? ” (ILIP, URL).

Parcheesi is a brand-name American adaptation of the Indian cross and circle
board game Pachisi, published by Selchow & Righter and Winning Moves Games
USA [70, URL]. It's not familiar to average Ukrainian audience, so the translator
decided to use the word "kaptu" (cards), which are among the equipment for
Parcheesi game. This decision is successful, as card games are more popular in our
country to play with friends in the evening.

In addition, in the Shrek 2 text there are some typical only for English fairy
tales phrases, which can cause a problem for translation. In this situation the best
translator’s decision will be to chose the closest Ukrainian equivalent. The example
of such a solution can be observed in the followimg example:

(100) “The Kingdom of Far, Far Away, Donkey. That's where we're going.
Far, far - away!” (SHR, URL).

(100) “Bicmoue, mu ioemo y Tpudes sme Koponiscmso. Omoice, 6ono Oyoice,

oyaice —oanexo!” (LIP, URL).

In the above mentioned sample the typical SL unit “The Kingdom of Far, Far
Away” is translated by choosing a near equivalent, the popular Ukrainian fairy tales
kingdom “Tpunes’are KoponiscTtBo”. The images of two phrases are identical in

meanings (both mean very, very far), hence the SL and TL units are near equivalents.
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To sum up, the choice of translation method depends on factors like linguistic
characteristics, cultural relevance, and audience comprehension. In translating the
movie "Shrek 2, the studio "Tak Treba Production” employed various
transformations, including transcoding (transcription, transliteration, mixed
transcoding, adaptive transcoding), loan translation, recognized translation,
addition, generalization, and choosing near equivalents, to ensure the text resonated
with the Ukrainian audience. These transformations demonstrate the complexity and
creativity involved in translating proper names to maintain meaning and cultural

relevance across languages.
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CONCLUSIONS TO CHAPTER 3

In conclusion, Chapter 3 of the study explores various methods and strategies
for translating onomastic units in the English-language authentic text "Shrek 2." It
emphasizes the importance of not only achieving equivalence but also ensuring that
the translations are understandable to the Ukrainian audience. The chapter discusses
different translation techniques such as transliteration, transcription, foreignization,
and domestication, highlighting the complexities involved in translating proper
names.

The researchers mentioned in the chapter offer various approaches and
classifications for translating onyms, and there is no one-size-fits-all method due to
the diversity of film genres and linguistic challenges. The choice of translation
method depends on factors like tradition, pragmatic goals, and linguistic norms.

Furthermore, the chapter introduces a comprehensive classification of onyms
in "Shrek 2," including anthroponyms, zoonyms, toponyms, and various other
categories. These onyms play a vital role in character development, world-building,
and enhancing the narrative of the film.

The translation of proper names in "Shrek 2" involved a range of
transformation methods, showcasing the artistry and complexity of the translation
process. These methods included transcoding (transcription, transliteration, mixed
transcoding, adaptive transcoding), loan translation, recognized translation,
addition, generalization, and choosing near equivalents. Each method was
strategically employed to ensure effective communication, cultural relevance, and
audience comprehension in the Ukrainian version of the film. Translation is indeed
an art form that requires creativity and linguistic expertise to convey the essence of

the original work while adapting it to a new linguistic and cultural context.
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GENERAL CONCLUSIONS

In conclusion, this thesis has delved into the intricate world of translation
transformations, with a specific focus on the adaptation of proper names in the
context of the movie "Shrek 2." Through a comprehensive analysis of various
translation methods, ranging from transcoding techniques such as transcription,
transliteration, and mixed transcoding, to approaches like loan translation,
recognized translation, addition, generalization, and choosing near equivalents, we
have gained valuable insights into the multifaceted nature of translation. This
research underscores the pivotal role that translation plays in bridging linguistic and
cultural gaps, allowing stories and ideas to transcend borders. It has reaffirmed that
translation is not merely a mechanical task but a creative endeavor that demands a
deep understanding of language, culture, and the target audience. Furthermore, this
study has illustrated that although obstacles such as non-equivalent vocabulary
present ongoing challenges, the central objectives of translation continue to revolve
around maintaining effective communication and safeguarding the core essence of
the source text.

In a world that is progressively more interconnected and culturally diverse,
the significance of translation in bridging gaps and enabling effective cross-cultural
communication cannot be emphasized enough. This thesis stands as a tribute to the
unwavering commitment and expertise of translators, whose tireless efforts often
remain unsung as they toil behind the scenes. These language professionals play a
pivotal role in guaranteeing that narratives, principles, and thoughts can transcend
linguistic boundaries, allowing them to be embraced and understood by a global
audience characterized by its rich diversity.

In closing, this research has shed light on the complexity, creativity, and
significance of translation, and it is my hope that it contributes to the ongoing
discourse on the art and science of translating in an ever-evolving global landscape.

In summary, this study emphasizes that employing translation strategies and
effectively conveying the stylistic elements, notably proper names, within a text are

crucial skills for any translator. The paramount objective for a translator is to achieve
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translation adequacy. This entails having a deep understanding of the language,
comprehending the principles governing alterations in lexical components, and
applying these principles skillfully.

The prospect of further research is to study the peculiarities of the functioning

of onyms in animated movies Shrek and ways of their rendering into Ukrainian.
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PE3IOME

OCHOBHMMM  IUIIMH ~ MAaricTepcbkoi  poOOTH  Oyl0  JTOCIHIIKECHHS
HOMIHATUBHOTO I0JIs1 OHIMIB B @aHTJIOMOBHOMY aBTeHTHYHOMY TekcTi «Ilpek 2» ta
foro mepekiagax, a TaKOX OIHUC iX podl B XYJOXKHIX TEKCTaX, 30KpeMa B
aHIMAaI[iIfHOMY JUCKYpPCl; BHUCBITJICHHS TPYJHOIIIB, SIKI BJacCHI Ha3BU MOXYTb
CTAaHOBUTH TpH nepekianl. [IpoananizyBaTu Ta npokiacudiKyBaTH BJIacHI Ha3BH,
BXKUTI B opuriHaasHOMY TeKcTi «IlIpeka 2» Ta crmocobu ix mepexiiany yKpaiHChKOIO
MOBOIO. PO3riisiHyTH MeToaum Ta crmocoOu Mepeksiaay OHIMIB, MpoaHali3yBaTH
nepeksIaaabKi TpaHcdopmariii, BAKOPUCTaH1 IPH MEPEKIIall ABTEHTHYHOTO TEKCTY
«IIpeka 2».

«Ipex 2», 3ustuit Ennpro Anamconom, Kemmi EcGepi ta Konpagom
BepHOHOM, € TIPOJOBXKEHHSAM HAJ3BUYANHO MOMYJSPHOTO aHIMaLIMHOrO (PuIbMY
«pex». DreamWorks Animation Bumyctuia 1ieit ¢piibM y 2004 porti, 1 BiH HIBUIKO
OTpUMaB MPUXWIBHICTH SIK BiJl TJIAJIa4iB, TaK 1 B pereH3eHTiB. Po3moBias mpo
[peka Oepe cBiii noyaTok 3 KHUTH Binssima Craiira «1Ipek!». YkpaiHCbKy Bepcito
MyJIbTQUIBMY, IO PO3MISIHYTO B pobOoTi, Bunmyctwia ctyais «Tak Tpeba
[Tponakmny. «lpek 2» BITHOCUTHCS A0 KaHPIB aHIMallii, KoMenli Ta npurof. Lle
aHIMalIiHUKA QiIbM, STKUM HE TUIBKK pO3BaXKae, aje il Mae TIMOOKe 3HAYEHHS Ta
CaTUPUYHUN MiATeKCT. DiIbM IMOETHYE B €001 €JIEMEHTH CIMEHHOI KoMmenli Ta
dbenresi, 10 poOUTH HOT0 MPUBAOIUBUM JJIS TIIS1a4iB YCiX MOKOJIIHb.

Iepumumii po3aisi poOOTH MICTHTH TEOPETHYHI BIJIOMOCTI IMPO BJIACHI Ha3BU
(OHIMHM) B JIHTBICTHI, iX POJb Y XYJO0KHIX TEKCTaX 1 TPYAHOILI, SIKi BOHU MOXYTb
BUKIIMKATH TP Tepekaai. bylio JocSrHyTO BUCHOBKIB, IO YSIBICHHS MPO T€, IO
BJACHI HAa3BM MOXKHAa aBTOMATHMYHO NEPEHOCUTH 3 MOBU OpHIiHAIY B MOBY
nepeKyiagy, € TIOMUJIKOBUM; TEpeKJIa] BUMAara€ peTeabHOro pO3risiday, 100
YHUKHYTH TOMHJIOK 1 30€perTu CyTh IMEH.

Y apyromy po3aiili KOPOTKO OIUCYEThCS OO0’€KT MOCTIKCHHS Ta
BUCBITJIIOEThCS  KJIacH(ikallis BJIACHUX IMEH Ha OKpeMi Tpynd OHIMIB
(aHTOPOTMOHIMH, TOTIOHIMHU, MY3UKOHIMH ), XPEMATOHIMH TOIIIO) Ta IXH1 0COOIUBOCTI

B JOCHIDKYBaHOMY TeKCTi. OKpecieHo 0coO0JUOJOBUCTI TMepekiaay TEKCTIB
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aHIMAIIMHOTO JTUCKYPCYy, Ka30K, IO JAlOTh IMOYaTOK TEKCTaM MYJIbT(HIIbMIB.
[lepexmnan mux TBOPIB BUMAarae rimOOKOT0 pO3yMiHHS 000X KYyJIbTYp, pETEIbHOrO
30epeKeHHS MOBHUX 1 KyJbTYpHUX HIOQHCIB, a TaKOXX YyMIHHS IepeaaBaTH
IPUXOBaH1 3HAUYEHHS Ta CUMBOJIIYHI 00pa3u.

Tpetiii po3ain, 1m0 BHUCBITIIOE OCOOJUBOCTI TEpeKIaay TEKCTY
6e3nocepennbo «lllpeka 2», € cBOEpIAHUM MEepeKIalallbkKuM KOMEHTapeEM, Y IKOMY
PO3TIIAIAI0THCSI OCOOIMBOCTI MPOIIECY MEePEKIIaTy: BIACHI IMEHA B JJOCIIIKYBAaHOMY
TEKCTI Ta X KyJIbTYPHI IOCHJIAHHS, CIOCOOM Iepekiaay OHiMiB (HaiyacTili:
TpaHCHITepallisi, TPAHCKPUIILIsS, 3MilIAaHE TPAHCKOIYBaHHS, KaJlbKyBaHHS,
BITI3HABAHUW  TEpPEKJaJ, TOLIO), BUKOPUCTAHHS IHIIMX MEpeKIalalbKuxX
TpaHchopmariiil.

KuawuoBi cioBa: owivmu, enacHi Hazeu, MyaibMunjiikayittHuti OucKypc,
nepexnadayvki mpaucgopmayii, npobiemu nepexnady, KyJabmypHi NOCUTIAHHA,

«lllpek 2», nepexnao.
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APPENDIX

Ne | Source Text Target Text

1 News is no good: Only don't blow | Hosunu nocani: Tineku mpumatii cebe 6
up! pyxax!

2 My dear, I love just sit with you and | Jlio6ui, s mwobawo npocmo cudimu 3
chew the fat. moboio i bazikamu.

3 It's not the same! | don't think you | Ije inwe! Tu ue posymicws — nawa
realize that our daughter has | douska eutiwna 3a moncmpa!
married a monster!

4 Oh, stop being such a drama king. | He opamamusyii!

5 Fine! Pretend there's nothing | Yyooso! Boamo, wo eéce oobpe! Tpa-ns-
wrong! La, di, da, di, da! Isn't it all | zs2! Meni seceno! I'ipuie 6xce ne bysac!
wonderful! I'd like to know how it
could get any worse! ”

6 "Warning: Side effects may include | Veaca, cepeo nobiunux egpexmis
burning, itching, oozing, weeping. | cepbioic, neuis, nponoc, niakcugicme.
Not intended for heart patients or | He pexomenoosano xeopum na cepye i
those with... nervous disorders." 0cobam 3 po3nadamu NCUXiKu.

7 Serior? "To make the effects of this | Cenvtiope! Habymuii egexm mooice
potion permanent, the drinker must | saxpinumuce mineku 6i0 noyioyHKy
obtain his true love's Kkiss by | xoxanoi.../Jo onienoui.
midnight."

8 Why is it always midnight? Bce 0o onienoui!

9 "I'm melting! I'm melting!" A many!

10 | “The Kingdom of Far, Far Away, | Bicntoue, mu idemo y Tpudes’sme
Donkey. That's where we're going. | Kopoariscmeo. Omoice, 6ono Oyoxce,
Far, far - away!” oyoice — oaneko!

11 | “So, Shrek, I pray that you take this | Tooxc, Illpexy, s npowy, wo6 Bu

favor as a token of my gratitude”

NPULHAIU Ye, HA 3HAK MOEL BOYHOCMI.
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12 | “Fiona: You did it, you rescued me! | Bu 3yminu! Bu mene epamysanu! Bu —
You're amazing, you're wonderful, | ouso, eu — wuydecnuii, 6u... mpoxu
you're... a little unorthodox, I'll | kebananvuui, eusnaro ye, ane... Teiil
admit, but thy deed is great and thy | noosue senuunuii i cepye meoe uucme.
heart is pure. | am internally in your | X nepeo samu 6 iunomy 6opey.
debt”

13 | They ain't nothin' but a bunch of | pysaxo, ma mo npocmo «kyna
little dots ™ MANeHbKUX KPANOYOK.

14 | Yes, roomie? Taxk, Opyace?

15 | “No problemo, boss. In one Of my | bez npobaem, 6oce. B oonomy 3i ceoix
nine lives | was the great cat burglar | oes smu  ocummie s 6ye eeruxum
of Santiago de Compostella!” komom-epabiscHukom  Canmuseo-oe-

Komnocmena!

16 | “Therich king? Si” bacamuii koponw? Ci!

17 | “What's that, Cedric? Right! | I[]o oc maxe, Ceopixy? 10y.
Coming.”

18 | “Shrek, stop it! Everything's gonna | Illpexy, documwv! Hac mouno uekac...
be...”

19 “I can hardly believe that, Lillian.” | II{o mu xaxcew, Jlinian.

20 | “Just leave the bottle, Doris.” Juwaii niswky, opic.

21 | “I think, Harold, you're taking this | I'aporvoe, mu 3anaomo epasznusuii.

a little too personally.”
22 | “I know it would mean the world to | /[nsa @ionu ye oyace saxciugo.
Fiona.”
23 | “Hansel and Gretel? No!” Tenzenv i Ipemenv? Hi!
24 | “l need a Monte Cristo Sandwich | Kasy i cenosiu «Moume Kpicmoy,

»

now.

xymxo!
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25 | “Have Fiona drink this and she'll | Jau ®ioni eunumu ye i 6ona noxoxae
fall in love with the first man she | nepwoco, rkoco noyinye. I ye 6yoe
kisses, which will be Charming . Yapmine.

26 | “Snow White. A handsome prince. | hirocuisxcka. Yapisnuii npUHy.
Oh, no ogres. Sleeping Beauty. No | JKooroeo nodosicepa. Cnasua Kpacymsi.
ogres!” Koonozo noooocepa!

27 | “Now, ye ogre, pray for mercy |4 menep, moncmpe, monu npo
from...Puss... in Boots! nowaoy...y Koma...6 Yooomsx!

28 “Face it, Donkey! We're lost.” Busnaii, Bicmoue! Mu 3a0nykanu.

29 | “Yes, I'd like two Renaissance |/[si nepeniuku “Biopoooicenns”, 6e3
Wraps, no mayo...” coycy...

30 | “Cinderella."Lived happily ever | Ilonenrowxa. «l scunu 00620 6onu i
after." No ogres!” Wacausoy - #00H020 00odxcepal

31 | “How do you explain Sergeant | Tomy npucnaru Cepocanma [ namypa i
Pompous and the Fancy Pants Club | Opkecmp imeni Moonux [lImanis?
Band?”

32 | “Don't you want to tell me about | Po3kasiceme npo noizoouxy? Yu e
your trip? Or how about a game of | kapmu siepaemo?

Parcheesi?”

33 | “Donkey, what are you doing | Bicmioue, wo mu mym poouw?
here?”

34 | “Actually, Donkey? Shouldn't you | Bicioue? Xiba mobi ne mpeba 0ooomy,
be getting home to Dragon?” 0o Jpaxowi?

35 | “Me and Pinocchio was going to | Mu 3 Ilinokkio 36upanucs nozansmu
catch a tournament, anyway, so...” | m’sua, mooc...

36 | “Maybe I'll see y'all Sunday for a | 3ycmpinemocy 6 HeOino, uu Modxce
barbecue or something.” IHWUM PA3OM.

37 | “You are hereby summoned to the | 3anpoutyemo mebe Ha KOPONIBCbKULL

Kingdom of Far, Far Away for a

661]1, 3 HA200U MmMB020 8eciiiAl, AKuu
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royal ball in celebration of your
marriage at which time the King will

bestow his royal blessing...”

8i006y0embcsl y Tpuoes’smomy
koponiscmsi. Ha yvomy 6any koponw

oacmo c80€ OJIA20CI08CHHA. ..

38 | “But they're my parents, Shrek.” Ane atc 6oHu moi bambvKu.

39 | “Mom and Dad look happy to see | [{lusucs, mama 3 mamom paoi.
us.”

40 | “Wasn't she supposed to kiss Prince | I oc mae noyinysamu uapienuii npuny.
Charming and break the spell?”

41 | “Mom... Dad...I'd like you to meet | Mamo, Tamy...3naviommecss — Mill
my husband... Shrek.” yonosik Llpex.

42 | “So, Fiona, tell us about where you | Omace, Diono, posxadxcu, Oe 8u
live.” arcugeme?

43 | “Oh, sweet pea! I'm your fairy | Xmo? /ieuunko, s meos xpewena gesi.
godmother.”

44 | “You remember my son, Prince | llam smacw moco cuna Ilpunya
Charming?” Yapminea?

45 | “I'll have the Medieval Meal.” Meni 06i0 Cepednvosiuusi.

46 | “Uh... excuse me. I'm looking for the | Bubaume...subaume, K UWYKQaro
Ugly Stepsister.” Tlomeopny 3sedeny Cecmpy.

47 | “You have engaged my valuable | Bu ciono oyinunru moi nocayeu, Bawa
services, Your Majesty. ” Benuynocme.

48 | “Dear Diary... Sleeping Beauty is | Jliobuii wooennuxy, 3aempa y Cniasiuoi
having a slumber party tomorrow, | Kpacyui oieuu-eeuip, are mamo mene
but Dad says | can't go.” He NYCKae.

49 | “The bush shaped like Shirley | A4 ocb i kyw, cxoorcuit, na @pexen Bok!
Bassey! ”

50 | “What is a pinata, anyway?” 1l]o 3a nineama?

51 “Aaaahhh!  You little,  hairy, | Aammm! Manenvkuti sonoxamuti 2ao!
litterlicking sack of...”
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52 | “But I can help you with your | Ta saxwo nio’ioeme 6 ogic, s pado

‘Happiness problems’” npuzHayy eam 3ycmpid. Kusimv 00820 i
wacauso.

53 | “Don't you point...those dirty green | He muysii na meHne ceoimu 3eneHumu
sausages at me!” capoenvkamu!

54 | “Very sorry to have wasted your | Bubaume, wo smapuysaiu eaws uac,
time, Miss Godmother.” Dec.

55 | “Shrek, are you off your nut?” Llpexy, mu 30ypig?

56 | “Toad Stool Softener? Elfa Seltzer? | Ilponocne 3 myxomopie?  Anmu
Hex Lax?” Hloxmenin? Aumu 3anop?

57 | “Help me find "handsome."” Llykaii cnoso «xkpacay.

58 | “Hey! How about "Happily Ever |A mooce, «lllo6 ocumu 00820 i
After"?” wacaugo?»

59 | “It says "Beauty Divine."” Tym nanucano «boocecmeennuii [lapy.

60 | “This isn't a good time, pumpkin. | Tu mpoxu HesuacHo, XJIONYUK) Mill.
Mama's working. ” Mama npayroe.

61 | “I think you grabbed the "Farty | @y, mabyms, ye 3acio, «Illo6 nyxamu
Ever After" potion. ” 00620 i waciugoy!

62 | “I'm Jill. What's your name?” A [icun, a mu xmo?

63 | “Are you from Europe?” 3 €sponu?

64 | “Take it from me, Boss.” Llogipme, Xa3zsine.

65 | “Well...Look out, Princess.” Hy, IIpunyeco, s 6 HO8ill n0000I.

66 “Fiona, Fiona! Ho-ho-ho! ONh, | @iono! ®iono! He copnaii! Hixmo ne
shoot! | don't think they can hear us, | uye!
pigeon.”

67 | “l hate Mondays. ” Henaesuooicy nonedinku.

68 | “FYI, not my fault.” A 6 ybomy ne gunen!

69 | “Oh. Thank you, Mother.” Oy, osikyio, Mamo.
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70 “The whole Kingdom's turned outto | Aze  oic  3'ixanucs  eocmi, wob
celebrate your marriage.” npusimamu 8ac.

71 | “What about my Miranda rights?” | Yomy 6u ne 3auumanu moi npasa?

72 | “Gingy! Pinocchio! Get us out of | llpanuky? Ilinokio? Bumsenims Hac
here!” 36i0cu!

73 “Folks, it looks like we're up | Cxoorce, mu He 3M0HCEMO NPULATUMU OO
chocolate creek without a Popsicle | kuceresozo bepeea.
stick.”

74 | “But, Muffin Cake...” Mos yykepouxo...

75 | “Harold! You were supposed to give | I'apoavoe! Tu mas damu 3inns donvyi!
her the potion!”

76 | “Will you accept an old frog's | llIpexy, @iono...eu npobauume cmapit
apologies... and my blessing?” arcabi? A bnaeocnosnsio eac...

77 | “I'm gonna be an Uncle.” A cmany 0s10bKoM.

78 | “I'm Shrek, you twit.” A lllpex, oypHio.

79 | “ Eh, Fiddlesworth, sir. ” Ee, Ckpunnux, nane.

80 | “Don’t forget to pay the gardener, | I 3annamu cadisnuxosi, Jlinian.
Lillian.”

8l | “And I'm proud to call you my |A s 3 eopdicmiwo Ha3ueai 6ac
Frog... King Dad in-law.” JKaborw...Koponem-mecmenm.

82 | “His name is Arthur.” Hozo 36yme Apmyp.

83 | “Ah Mabel, why they call you an | Ooo, Masens... I woco kasxcymo, wo mu
ugly stepsister I'll never know.” Ilomeopua Cecmpa? He 3naro...

84 | “What do you want, Charming? ~ | ILl{o mu xouew, IIpexpacnuii?

85 | “Oh not much, just a chance at| O, Hebazamo. Jlewo Haule
redemption... And a Fuzzy Navel.” | nosepuymu...i Ilina konaou!

86 | “Wicked Witch. The Seven Dwarves | Jluxa  Biobmo!  Cemepo  enomis

saved Snow White and then what

happened?”

ypamysanu binocrisxcky i wo 6yno oani?
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87 | “Cinderella is in Far Far Away | [lonentowxa cobi 6 Tpeoes’smomy
right now, eating Bon Bons, | Koponriecmsi, 3apaz cobi icme ikpy i
cavorting with every little last | mapyunanu, craxac 3 xpuximnumu
Fairy-tale Creature that has ever | kazxkosumu cmeopinnsamu, sxi maxk mooi
done you wrong.” HAWKOOUTIU.

88 “Now, Coco, Peanut, you listen to | A eu Kokoc i Apaxic, cnyxaiimecs
Mama, alright? ” Mamy.

89 | “I am Lancelot. That dork over | A Jlancerom. Omoii dypenn, mo Apmyp.
there is Arthur.

90 | “You're too kind, Snow, but I can’t | L{e Oyoce npuemno, binko, npome, s He
accept this.” MOACY U020 NPULIHAMIU.

91 | “Gee thanks Rapunzel, and what’s | Hy 0sikyro, Panynyens, i o ac ye modxce
that supposed to mean?” o3Hauamu?

92 | “Well, well, well. If it isn’t Peter | Hyy, uu ye ne I[limep Ilen?

Pan.”

93 | “The only thing you're ever gonna | Koporem mu modxcew 6ymu, xioa wo 6
be King of is "King of the Stupids."” | Koponiecmai /[yprux!

94 | “Yours for the rescuing, Princess | Axnatixpawe ons pamyuxy — I[lpunyeca
Fiona!” Qional

95 | “So, that must be Lord Farquaad's | Omoice, ye i € @apkyadie 3amox?
castle.”

96 “We? Donkey, there's no we.” Mu? Bicnoue, nemae HIAK020 «<mu»!

97 | “Uh, weed rat. Rotisserie style.” Huruti wyyp. Cymasicenuti Ha poXsCHI.

98 | “Mother Fletcher! He already said | 7i/ Bin yowce ckazag!
it.”

99 | “I love Duloc, first of all. Very | aobawo [Hionox, mym uucmo.

clean.”
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100 | “The Kingdom of Far, Far Away, | Bicitoue, mu idemo y Tpudes sme

Donkey. That's where we're going. | Kopoaiscmso. Omowce, oo Oyarce,

Far, far - away!” oyaice —oaneko!
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