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ABSTRACT

As boundaries among cultures diminish the needefally comprehending them is
arising simultaneously. Although children's carteane considered a form of entertainment for
people of different ages, they also contain a caltoessage that translation cannot ignore.

The purpose of this thesis is to examine the Eggptpecific cultural and linguistic
references in the Arabic version of thiemon & Pumbaaartoon film, and the strategies
adopted in the dubbing into Egyptian dialect. SiteeEgyptian dialect is widely understood in
the Arab world for reasons discussed in this thes@éy cartoons are dubbed into Egyptian in
an attempt to win a large audience in the Arab avorl

In the case ofimon & Pumbaathe Arabic dubbed version seems to have broken
customary translation boundaries and aims at aadirat intended by the source version
resulting in an experience that is greatly difféi@mmany aspects in terms of the language

used, and target reception.
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1. INTRODUCTION
Long ago, stars were considered as a guide atravel leader for people to travel
from one part of the world into another. Similatisgnslation has helped translators in their
endeavors to bridge the gap between east and wastrdducing one culture to another.
Through books, plays, songs, series or moviesl|tarewcan travel easily with no boundaries. If
it can be introduced in an accurate and clear sayriginally intended, it can really help
people understand the different cultures aroundvibridd. Translation appears to play a crucial

role in inter-human communication between one matiod another.

There have always been concerns in anythingectlat the children's literature,
because such texts are considered to be senégitiade.and Islamic societies tend to be
conservative, and accordingly, will be very causiom dealing with children's texts. Whether it
be a story or a cartoon movie, a text importeccfoldren should be adjusted as it may contain

many cultural and religious references that areagoeptable in Arab and Islamic societies.

Entertainment can take different shapes. It nbdynshanges from time to time. For
example, what entertained our grandparents asrehildnay not entertain the children of today.
Entertainment tools used to be very basic andelatad to technology at all. It was only a
matter of a series of interesting stories or folb@sketball games played in the yard with
neighbors and relatives. Nowadays, entertainmentibaeloped and technology has infiltrated
almost everything. Children have a wide range dibos that can definitely entertain them,

such as Play Stations, Computer Games, Wiis, and@aChannels, etc.

Cartoons and animation have been developed igteduiality productions.

A cartoon (from the Italian "cartone" and Dutch @dkarton”, meaning strong, heavy
paper or pasteboard) is a full-size drawing madstordy paper as a study or modello
for a painting, stained glass or tapestry. Cartaosi® typically used in the production
of frescoes, to accurately link the component pafrthe composition when painted on

damp plaster over a series of days (giornate) nfRidkipedia, Cartoon)



"Animation” is derived from the Latianimag the "animating principle," the vital force inside
every living creature. It is often used as a tratmsh for the Greek worgsyche and is related
to the Christian concept of soul. "Animation” wolld the technique of giving "soul" to

inanimate objects, drawings, etc. (From Wikipediaimation).

Furthermore, the three-dimension technique (3B)H&ped in adding more elements of
excitement to the movies. This is because the afen¢ioned technique can allow the viewer to
see more details and interact tumultuously withstioey as if the viewer is really inside the

scene, or in other words, a part of the movie.

In this era, the progress of technology has magithang possible. Therefore, there has
been a magnificent exchange of information inialds. A conspicuous example would be
Internet access, which is considered one of thd prosinent characteristics of this century. It
plays a crucial role in broadening one's knowledig, worries and concerns are always there

regarding the appropriateness of any content ireddur children.

We should admit that the local production of can®is not paid much attention in the
Arab world. That is why almost every cartoon is artpd from a foreign country. Only
recently, some countries like the UAE have stapiediucing cartoons, such as the very well-
known one calle@d\ Fireej (z=_4). Also, Abu Mahjoob Creative Production in Jordas h
producedViin Wahl L- waadi &' 5! J~5 ¢«). FurthermoreDiary of Menahy( sl <l &) is the
first cartoon production in Saudi Arabia. This me#mat there have been some steps to produce
a cartoon in the Arab world which resulted in adjose in cartoon production in the Arab
world. However, when Arabic production is companeth Western production, there is no

doubt that the latter is possessed of superiorymtozh values.

Imported cartoons in the Arab world are eithertgiglol or dubbed. The dubbing process
seems to be the preferred option for many reasamsh will be explained later in this thesis.
In the case of dubbing, cartoons are being dubttedStandard Arabic, which is considered
formal, or into an informal level of language, nmigithe Egyptian dialect. The widespread
nature of Egyptian culture in the Arab world haayeld a crucial role in giving the priority in

dubbing to the Egyptian dialect. The exposure tgpign productions through movies, songs,



and radio helped in educating more about Egyptisrnzulture. The most popular singers such
asAbdel Halim HafeandOm Kalthoumetc. are regarded as perhaps some of the mostfam
singers not only in Egypt but also in the Arab wlorl

Also, the Egyptian dialect has long held a domirgadition in the arts across the Arab
world. Actors and singers seeking stardom know shatess is guaranteed if they
perform well in the Egyptian market. When they sim@ct in Egypt they always do so
in the dialect of Cairo. Throughout the historyEgfyptian cinema, Iragis, Syrians,
Palestinians, Lebanese, Sudanese, Tunisian andaiggngers and actors perfected
the Egyptian dialect and helped in “localizingbdck in their respective homes. The
high output of Egyptian cinema and the speciahditte to comedy also helped
popularize the dialect (Gamal, 2008:7, 6).

Children's cartoons are considered one of the seitive and controversial genres.
Therefore, translators should be acquainted wittoua theories and approaches in the
translation field in order to choose what bestssthie text in question. They should produce a

clear and understandable translation, and shouldisiort the source language message.

The Egyptian dialect is widely used in the dulghmmocess in the Arab world, so many
guestions may surface in one's mind such as: wtheig€gyptian dialect more commonly used
in dubbing? What procedures are being used wlalestating into a well-perceived dialect such

as Egyptian one? And why is dubbing used in genanather in cartoons or movies?

This thesis seeks to study the use of the Egypii@ect in the dubbing of th&round
the World with Timon & Pumbagartoon in terms of idioms, different expressiarg] slang
words, and if the translation does justice to i@rse text. Furthermore, it investigates the
product in terms of a dynamic translation, nataetlon/localization, addition, or word-for-

word translation, and cultural representation.

In Chapter One, the introduction, this thesis sHight on how entertainment changes
gradually over time and why the Egyptian dialeavedl-perceived in the Arab world.

Furthermore, the issue of how translators shoutdinderestimate the children's cartoon genre,



as it considered sensitive, is considered. It shbealscrutinized in order not to violate

children's Arab and Islamic background.

In Chapter Two, this thesis introduces translatigrories relevant to this work. Nida's
dynamic equivalence and formal equivalence aredhited, along with Venuti's coinages of
domesticating and foreignizing and which one toingbe case of carton dubbing. It also
discusses the theory of Skopos by Vermeer, andi@lifransplantation is introduced.
Furthermore, the dubbing process is explained faildand a comparison between subtitling
and dubbing is also introduced and discussedsdt stheds some light on how dubbing started

in the Arab world, and why it is the preferred optin cartoons.

In Chapter Three, the thesis introduces some &spé&gyptian culture. It sheds light
on how each language is linked with its culturetigh idiom, proverbs and different
expressions. Vinay and Darbelnet translation gjraseare introduced, including how a
translator's choice affects the translation protessendously. Also, some examples from the
Egyptian dialect are taken from a study done byiheizk. This study introduces the
language used by a certain generation in Egyptisai universities, and this language is

being used in th&imon & Pumbaacartoon.

Chapter Four analyses the seAesund the world with Timon and Pumbas.dubbed
into the Egyptian dialect (six episodeslany examples of Egyptian idioms, proverbs, and
slang words are presented along with their Engl@irces. The examples are investigated from
a cultural perspective to determine if the rendgrsnaccurate or not. Also, Chapter Four will

shed light on the dubbed version, which seems tadre humorous than the original version.

In Chapter Five, the thesis concludes that tréoeslan theTimon & Pumbaacartoon is
not a matter of linguistic transfer, but rather atter of finding the appropriate cultural
substitute. Little analysis has been done on dupbantoons into the Egyptian dialect;
therefore, this thesis recommends the conductiraghadr works. It is hoped that this work helps
depict a clearer picture of importance of the geltn the translation of children's cartoons.

Although the Egyptian dialect usedTimon & Pumbaanay seem difficult for children, as it



reaches a level of sophistication along with adnisal load of some slang words, it seems that

the dubber aimed to entertain people of differgeisa



2. THE DUBBING PROCESS AND RELATED TRANSLATION THEORH

When an artist attempts to sculpt a certain imagpether it is abstract or concrete, s /he
tries to produce a shape as close as possible wriginal. Similarly, the translator's job is to

produce a translation from one language into am@belosely as intended in the original text.

Translation is a tool to deliver meaning from arse language (SL) into a target
language (TL). Many translation theories have ee@tg help translators in the texts they are
dealing with. They will try to apply the most appr@te theory to maintain the intended
meaning of the source text in the target text asthas possible. Whether it be a book, play,
poetry or a movie, the translator will always galto the theories of translation and choose
one to apply. Since a word may have various meanihg translation should take into account
the issue of context. Therefore, translation tresoaippear to be the pillars of the translation
process. However, these theories will unfold whielaining so-called "screen translation™” in

general, and the dubbing process in particular.

2.1 Equivalence Theory

The termequivalencéhas many definitions, but all fall into one of twategories:
descriptive or prescriptive. Descriptive equivakemefers to the relationship between ST
features and TT features that are seen as straiglatfd corresponding to one another, without
taking care for the quality of the TT. The followiexamples are considered descriptive

equivalents:
Jsaall g sies forbidden is the entrance
43l xe with the well-being

On the other hand, prescriptive equivalence rdtetse relationship between a SL
expression and the canonic TL rendering of it gsiired. The following examples are

considered prescriptive equivalents:

Jsaall ¢ sies NO eNtry



43l e goodbye (Dickins, Hervey & Higgins, 2002:19).

"An influential variant of prescriptive equivalends the 'dynamic equivalence' of the
eminent Bible translator Eugene Nida" (Dickins, ¥ & Higgins, 2002: 19). However, there
is a risk, particularly for student translatorsgttdynamic equivalence might be considered as
giving a green light to unlimited freedom — thattlee freedom to use approximately anything
that may sound good and includes something ofdhece text content (ibid:19). Most people
who work in the translation field know that thelrdanger lies in not being aware of both
formal equivalence and dynamic equivalence, anchwbehoose one of them. Sometimes
what might work in one text might not work in anettand vice-versa. Translators should not
apply different approaches of equivalence withtexd. Therefore, translators must be aware of

all kinds of equivalence to choose what best suiertain text.
2.1.1 Nida's Formal and Dynamic Equivalence

According to Nida, the types of equivalence are:tiwrmal equivalence and dynamic
equivalence. Formal equivalence is concerned Wigifdrm of the message as well as its
content. "One is concerned that the message iretieptor language should match as closely as
possible the different elements in the source laggli(Nida, 1964:159). Dynamic equivalence,
however, is concerned with the effect on the tal@egjuage audience. The impact on the
audience of the source language text should be aarttee impact on the audience of the target
language text. In other words, Nida focuses oreffext of the message or essence of the text
in dynamic equivalence rather than the form oftéx:

One is not so concerned with matching the recdptaguiage message with the source-

language message, but with the dynamic relationgép the relationship between

receptor and message should be substantially the aa that which existed between the

original receptors and message. (Nida, 1964: 159)

It is the translator's decision to choose a foregglivalence or dynamic equivalence.
This depends on many factors such as the text(fygdd) and context. It would be
presumptuous of the translator to ignore thes@facbecause ignoring them would affect the
translated text negatively. A conspicuous example lvould be Nida and Taber suggesting
that formal equivalence should be used if it isagldble when the translation goal is to

7



accomplish formal equivalence more than dynamieyTdiaim that the formal equivalents
between language pairs are not always there. Merethe use of formal equivalence might
sometimes have serious implications in the Target TTT) as the translation will be
inconspicuous and cannot be understood, and acgbydhis will cause misunderstanding by
the target audience (Fawcett, 1997). Since trdoslaeals with many different cultures, fields,
and situations, the translator should really tedee of the message and try not to distort it

accordingly.

When translating for children, especially in tleese of cartoon dubbing or even
subtitling in the Arab world, sometimes translatars obliged to change or omit some words in
the text in order to mitigate the effects of theseds as they may violate norms observed in the
Arab and Islamic culture. It has been noticed tratslators may adopt Nida's dynamic
equivalence concept, particularly when it comesatoons, to suit the children's culture and to
present a clear meaning that can be easily unaeks@n the contrary, sticking to the ultimate
formal equivalence in this case may totally distoet message of the receptor language, and

thus cause an unnecessary misunderstanding.
2.1.2 Skopos Theory

This theory was introduced by Hans J. Vermeer,thadvord Skopos is derived from
Greek, which means "aim’' or 'purpose.’ This theohased on the purpose of the translation,
which specifies the translation strategies that@i®e applied to produce a functionally

adequate translation, which Vermeer callstthaslatum(Munday, 2008:79).

It is a theory which depends on reforming the seuext in order to produce a target
text that in function is the same as the source &x"knowing why a ST is to be translated and
what the function of the TT will be are crucial tbee translators” (Munday, 2008:79). The core
of this theory is that it urges the translatorsise the most appropriate strategies in accordance

with the purpose of the target text.

Skopos theory has the advantage of translatindexttén various ways in accordance with
the aim of the target text. Vermeer explains tkis"#hat the skopos states is that one must
translate, consciously and consistently, in acamdavith some principle respecting the target

8



text. The theory does not state what the pringgléhis must be decided separately in each
specific place" (Vermeer 1989/2004: 234, cited iarday, 2008: 80).

In cartoon dubbing, it seems the Skopos theoryesiomes is applied, especially in case
of translating into a dialect. For instance, inTiimon & Pumbaacartoon series, it is noticeable
that the English version’s story is not like theygtign version. It seems the dubber has

changed the story in order to please the targetptec.
2.1.3 Domesticating and Foreignizing Concept

Translators tend to implement one of two typesanislation strategies, which are:
foreignization and domestication. These two stiategere introduced by Lawrence Venuti.
Domestication is a process of cultural adaptatiowhich a certain cultural reference is
replaced by another reference that is understodétarget audience. As for the term
'foreignizing,' it can be defined as the opposftdamestication."Foreignizing entails choosing
a foreign text and developing a translation methlodg lines which are excluded by dominant
cultural values in the target language” (Venuti@®242, cited in Munday, 2008: 145). Venuti
believed in ‘foreignizing ' strategy. He finds thatting in a completely smooth target-language
will lead the reader to wonder whether the texé s#éhreading a piece of translation or an
original text that was written in target languagéen the foreignness of a text is reduced (in
case of domestication), this makes the translatosible, but when the foreignness of a text is
retained, the translator is rather more visiblasT$ highly desirable, he says, in an effort to
restrain the ethnocentric violence of translatiorother words, the foreignizing method can
restrain 'violently' domesticating cultural valudghe English-language world (Munday, 2008:
145). Venuti's main concern is to make the readenkthat the text s/he is reading is a piece of
translation from a foreign culture. Yet, there ar@ny scholars who might reject Venuti's

choice.

In dealing with cartoon dubbing, the most impottidlaing to remember is that cartoons
do most of the time contain moral lessons for c¢hild Therefore, it is the translator's mission to
keep these moral lessons and educational thenmaaasas possible. This calls for a simple,

clear, smooth, and understandable use of the tngghage. To achieve this, many translators



tend to domesticate the cartoon scripts in ordend&e them easy to understand for children.
Translators in this case, try to accommodate tkiefoe the listener or the viewer. It is not a
matter of finding mere linguistic equivalents, abstituting the source text with a target text by
using equivalents that have the same form and obatdy. As most of the cartoons are done
for entertainment purposes, the focus should blberffect as well, and how to maintain it

while translating.
2.1.4 Cultural Transplantation

Cultural transplantation is considered the Tafeltural bias extreme of cultural
transposition to various degrees. When culturasppéantation is applied to a text, you can
barely realize that it is a piece of translatiam] gou may think this is a text that was originally
written in target language, acquiring its cultusatkground. But in fact, it is "more like
adaptation - the whole transplanting of the ergetting of the ST, resulting in the entire text
being rewritten in an indigenous target culturéisgt (Dickins, Hervey & Higgins, 2002:32).

The remaking of the Japanese filine Seven Samuras the Hollywood filnThe
Magnificent Seveis an example of cultural transplantation. Al$e tetelling of a Juha joke in
Arabic by replacing Juha with other characters atiog to the target culture is another
example. In a British context the translation @ jbke might be "A man walked into a pub.”
Another example of applying this cultural transpiosiis the very well known love story
between the poetsil ¢ o8 (also known as si><) and a woman calledy, was translated as
"Just like Romeo and Juliet.” (Dickins, Hervey &ddins, 2002).

This norm has been largely appliedlimon and Pumbaaas you will see later in this
thesis.

2.2 Background of Different Screen Translation Nel
To enhance our understanding of screen translatienimportant to mention the two

types of screen translation, which are: dubbingsariditling.

Dubbing is the process where the source textstguted totally by the target text

using voice. In dubbing, the viewer or the audiecere only hear the target text without being
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exposed to the source text. In other words, theeiés introduced to one text only, unlike

subtitling (with its different types), where theewier is introduced to both texts simultaneously.

In a special issue dthe Translator Gambier's article discusses the terms of 'ausl@Vi
translation,’ 'screen translation' and 'multimediaslation.” Each represents a certain bias in
part due to the rapid development of technology.éxample, the development has witnessed
subtitling move from film to documentary to newsetatertainment, from video to DVD to
video games, from cinema to opera to computer saad so on. The following are other types

of translation-based categories:

Interlingual subtitling, in various forms for cin@nand video. Whether subtitles are 'open,' i.e.
considered an integral part of the version of tlme, for ‘closed,’ i.e. the viewer can select
whether to see them or not and in which language.

Bilingual subtitling where subtitles are providedhsltaneously in two languages.

Interligual subtitling, for the hard of hearing.

Dubbing which is a 'lip-synchronization,” where 8le voice-track is replaced by the TL voice-
track.

Voice-over, used mostly for documentaries or inems.

Surtitling, subtitles are projected above the stagbeater.

Audio description, a basically intralingual audmumentary on the action on the stage or
movies for the visually impaired (Gambier, 2003ediin Munday, 2008: 184:185).

Dubbing simply means hearing the dialogue in #ngedt language. Scholars of
translation define the dubbing process in varioagav Catford, for example, described it as
"SL phonology is replaced by equivalent TL phonglo.965: 23). Whereas Laine (1989: 81)
describes dubbing as "lip synchronization." Thétecal term for the dubbing process was
introduced by Kilborn as "post-synchronization" 899423). Whether a movie is dubbed or

subtitled, there should be an approach chosen@atdingly followed.

Translating for children may be considered a $imesarea and a real challenge for a
translator. As most cartoon series or movies aported from the west, it is expected that we’'ll

find many cultural and religious references th#fedifrom the Arab world’s. Many words

11



might be deleted, or changed in order to servenagpropriate translation for the Arab world
especially for children of different ages. This bgpto the process of dubbing and subtitling,
too.

As most of the foreign programs were imported fitbe United States, attention turned
to three major issues: language, sex and violéfugs swear words had to be sanitized,
sexual references deleted and blasphemous refererpanged. The way subtitlers
dealt with this triad of taboos, relied on certi@rical items and syntax that was odd
and stilted. Not only is the spoken foreign languagnslated into written Arabic but
also the spoken dialogue was read in a form ofuagg that was not only formal but
also refined. This process led to the dilutionwfural concepts as in the case of the
“bar” being translated into the archaic word hdshit” into ahira and the four letter
words into ‘alayka al-la‘'na. All these Arabic exps&ons belong to a refined albeit
archaic register not used in contemporary litemttihis led to the perception that it is a
language of its own and soon became the sourceeaflates on the street and
newspapers alike (Gamal, 2008: 4).

The foregoing explanation shows the complexityenaint in translating for children.
And it is not as easy as it may seem. Translatwisstudents working in the field of translation

should be acquainted with the various translatgpr@aches.

The increase of shows and movies urged translaidiisd appropriate ways to deliver
the meaning for audience whether through subtitindubbing.

Early in the twentieth century the new film meditnanscended all national and cultural
borders, but with the arrival of the talkies, timfindustry faced a translation problem since
only a small percentage of the world's populatindarstood English. As a result, there was a
growing need to find appropriate screen translatigproaches (Cintas, & Anderman, 2009:
85).

There has always been a heated argument ovetlisigbis. dubbing. Some people
prefer the movie to be subtitled, and others prigfierbe dubbed. No one can claim that one is
superior to the other as each one has its idioages. But both approaches have their

12



disadvantages. Some scholars suggested a thirdaabpto be applied. "It was even claimed
that translating a film ruined it. To solve the Ipiem a third approach was tried out in the form
of multiple versions, which meant that films weh®tin several languages instead of one"
(Cintas, & Anderman, 2009: 85). An example of thzuld be the very well-known movighe
Messager Al Resalahin its Arabic version. However, this third apprbas unconvincing.
Programs, movies, plays or series are rarely shivto or three versions, because it is time-

and money-consuming.

The numerous increases of satellite channels feagybt many programs and shows,
and therefore, urged many countries to translabetier through subtitling process or dubbing
process. But subtitling was the preferable optmmfany reasons at the beginning of the
audiovisual translation (AVT) industry in Egypt. [tAough dubbing American films was an
option, particularly with voice and acting talentidable in Egypt at the time, the thought was
not entertained" (Gamal, 2008:3). From an econguuint of view, subtitling costs less than
dubbing, but this is not only the reason. Actuadlybtitling was not superior to dubbing
because of its cheapness only, but also for usiag & process of protecting the local film
industry from competition. Dubbing was consideradgerous to the film industry in Egypt
(Gamal, 2008). It is possible to agree with that;duse nowadays we are witnessing the non-
stop spreading of Turkish television series dulibezlArabic. These dubbed Turkish series are
competing with Syrian series, because Turkish senie basically being dubbed into Syrian

dialect by famous Syrian actors.

The first production house to dub media programthée Arab world was the Beirut-
based independent Al Ittihhad al Fanni, originaiveloped as radio by the late Ghanem
Dajjani, Sobhi Abou Loghd and Abed EI Majid Aboublzan in 1963. The first experiment they
did was a voiceover adaptation of a BBC radio efgsafJane Eyre The success accomplished
was modest. The first one to be involved in vidabliing into Arabic was by Nicolas Abou
Samah. His company Filmali dubbed ®Biebadcartoon into Arabic in 1974. The success of
this production was great, and consequeititya Wa Nakhowvas dubbed later in 1975. More
cartoons were dubbed after that. But due to thiéwar in Lebanon, the company was moved

to Cyprus. Then, a series of Mexican soaps werbdehliinto standard Arabic, and was
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broadcasted by the Lebanese Broadcast CorporafR®)( The success of the Mexican series
with the translated titl&nta Aw La Ahadwhich literally means “You or No One,” was
followed by 11 Mexican and Brazilian soaps traresldahto Standard Arabic within a period of

eight years. Later, this practice gradually dwindd{®laluf, 2005).

As mentioned previously, dubbing in the Arab wasldhigher in cost compared to

subtitling.

In Lebanon, where the dubbing industry is reldyiggnificant, unknown or
inexperienced actors charge around $100 for a deyrk, while experienced actors may
charge more than $500. Acting crews can on occasiamber in the tens. Dubbing, according
to Walid Hashem of Arabian Media Production, a gilibsy of MBC, also is technically
complicated when compared to subtitling, and onmaye requires 24 hours of studio work for

one hour of programming (Maluf, 2005: 6).

The process of dubbing involves many techniquespaocedures such as casting,
reproducing a script that appeals to the targeieagd, matching the lip movement of the
source text scene with the target text, and chgashors or sometimes inexperienced actors to
pay them less to do the job...etc. In other wordbpthyg in short is a double-effort work, if not
a triple.

To dub a film adequately involves casting, rewgtthe script in language that can be

roughly timed to the lip movements of the screeorac directing and long editing

hours — everything,’ in the language of dubbingng@nies, 'but the visuals.” (Maluf,

2005:6)

Some claim that dubbing might be more useful aggfl in some cases. For example,
in the case of translating cartoons for childredifferent ages, it is better to dub the cartoon so
that it will be easier for children to understahbreover, the children will not suffer when the
cartoon is dubbed, as they are not forced to #it focus between the story itself and the
translation at the bottom of the screen. Even thaggne children may be able to read, reading
the subtitling might be considered difficult fortranly children but also for adults. It is very

hard for them to split their attention between negdhe subtitling and focusing on the story.
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2.3 Types of Re-Voicing Techniques

The dubbing process is not only a mere acoushistgute. It is far beyond that. It goes
through many steps, stages or procedures to readimal version that the audience hears in
the target language. Nida (1964: 178) introducesesof these procedures and stresses how
they should be taken seriously. Some of them are:

1 Timing management and how producing syllables shogaincide with breathing.

2 Lip movements by the dubbing actors should be imbay with the original actors.
3. Facial expressions and gestures should be mateitiethe words being said.

4 The characteristic variations of dialect in theesgefor actors of both genders.

5 The timing of unigque expressions or the humoroustons done by actors of both
genders.

All the previous are important factors for the Hurg process in general. Some of them
are considered a sine qua non of dubbing, but ecgssarily all of them are equally important
in case of cartoon dubbing. In the case of cartoimslip movements are not that obvious. The
viewer of the original version cannot really tetih the lip movement of the character when
s/he is producing consonants or vowels. As theudiffce cannot be recognized or might
basically not be found in cartoon's scene, thenlgvement issue may be noticed in movies
other than cartoons and animations.

As dubbing is considered one type of revoicingeotypes should be introduced briefly

to be able to differentiate between them. Differtgpes of revoicing are:

Voice over

Narration

Free commentary

Lip-sync dubbing (Luyken,199: 71, cited in O’Corln@D03: 66)

N

O’Connell (2003) explains each technique as fadlow

Voice-over is generally used to translate monoésgor interviews, yet it is not used

with programs for children. It is an option for ldsudget productions, as it is cheap. In this
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technique priority is given to the source langutsye. This is because voice over is not subject
to the same constraints in lip-sync dubbing sucthasssue of the exact duration allowed. The
original voice may be replaced, but it is more lsoaetain it, in order to allow the viewer at

the beginning to register the original voice. Thie® sound level is reduced so that the original
voice provides a backdrop to the translation verasroduced by an actor or interpreter. For
authenticity purposes, sometimes the actor isigengpeaker of the source language and speaks

the pronounced accent in the target language.

Narration is described by Luyken (1991: 80, cite@’Connell, 2003:67) as 'basically
an extended voice-over.' In this technique therjyigs to match the sequence in which
information is delivered with the visual informatipresented. The off-screen narrator is like an
adult reading a book aloud to young children: s#ts the scene at the beginning of each story
and comments again in the concluding moments. fgresting observation by Luyken (ibid) is
that the only difference between a voice-over aadation is likely to be linguistic, since the
original narrative will have been prepared in adaand will accordingly be more formal in
tone and grammatical structure than the typicalemsational language of voice-over. De
Linde and Kay (1999: 2, cited in O’Connell, 2003:§dint out that although narration and
voice over are similar, the narrated message mapbaensed while the voice over is of very

similar duration to the original.

Free commentary is different from any revoicinght@ques. It does not require a
faithful reproduction of the original spoken tektigken, 1991: 82, cited in O’Connell,
2003:68) . Free commentary's purpose is to adaparilginal program so that it is deemed more
suitable for the new target language audiencs.dften prepared by a journalist, who delivers
the script, as the recording of the free commentamuch quicker and cheaper. De Linde and
Kay (1999:2, cited in O’Connell, 2003:68) statestttommentary and narration are most

commonly used for children's programs, documergadaad promotional videos.

Lip-sync dubbing is not like any previous techmgas it must be pre-recorded. It is the
preparation and recording of the target languagedtwack. This technique includes staff

working in a dubbing studio, technology and theldng script done through the process of
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translation. Whiteman-Linsen (1992: 57, cited irf€Connell, 2003:69) distinguishes between
three types of dubbing, which are:

1- Pre-synchronization, e.g. using prerecorded musithe soundtrack of filmed version

of the same musicals,

2- Direct synchronization, which happens when voiué gicture are recorded
simultaneously.

3- Post-synchronization, or in other words what isecadubbing," which involves an
initial recording of picture and a later additioivoice. The dubbing process is associated
with dubbing into a foreign language, but sometimésused when making the original,
for example, in scenes shot outdoors where backgraoise may affect voice sound
quality (ibid).

Although there are different techniques of dubbamgd few people know how to
differentiate between its various techniques, titsomings are always there. La Trecchia
(2010:117) asserts that everyone would like tefigb the original sounds of the dubbers or
actors, and to the various tones and intonationit lsiimpossible for an audience that lacks
knowledge of the language spoken in the movie. Eversubtitles cannot produce an exact
correspondence between speech and image. As tistatian process itself cannot be perfect
and has its shortcomings, Florentsen (1994: 24d4d @n La Trecchia, 2010:118) says
“translation necessarily involves misreading oéxt.t' Caille” admits that dubbing seeks to
create "the illusion of an illusion” (Caille”, 196008, cited in Zatlin, 2005: 126).

Cintas, & Anderman, (2009) discuss some dubbimgiraints. One of these constraints
is the loss of authenticity. An important part aftearacter's personality is their voice, which is
directly associated with facial expressions, gestand body language. Authenticity is given an
“at-stake” status in dubbing, because the audibeaes somebody else's voice. At the Cannes
Film Festival in 2003, 25 people working in therfilndustry were interviewed about their
screen translation preferences. Most of them &&g favored subtitling. When asked about the
reason, most of them replied that they regardettbog as the most intelligent and authentic
option. "For Caille”, dubbing places special emphaa phonetics; subtitling, on semantics”
(Callle”, 1960: 109, cited in Zatlin, P., 2005: .28
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2.4 Translation Techniques

Any language is interrelated with its culture, @hely cannot be separated from one
another, particularly when it comes to metaphalions, proverbs, etc. Some countries do
share the meaning of certain metaphors, idiomsgobs, etc., but they might be expressed
differently. Therefore, translators should not uedémate the issue of culture, because in one

way or another it may creep in.

Translation techniques should be observed bylatos in order to avoid producing an

awkward piece of translation.

These techniques indicate how to translate a éext they are divided into two main

types:

1- Literal translation: a rendering which presersedace aspects of the message both
semantically and syntactically, adhering closelpTomode of expression (Hatim & Munday ,
2004).

2- Free translation: a translation that modifiedasie expression and keeps intact only deeper
levels of meaning (Hatim & Munday, 2004).

The majority of people believe that to translat@erson only needs a reasonable
knowledge of a foreign language and a few goodatiaties. For others, translating is an
intuitive process that is based on the translatoeative capability. On the contrary, there are
those who believe that only specialists like lavgyer scientists can translate. Those who make
these assertions fail to make a distinction betwaetual knowledge (special terminology) and
procedural knowledge (methods to help the transiatoapturing the meaning of the Source
Language and re-expressing that meaning in theesTaamguage). It is crystal clear that factual
knowledge is essential but not enough. Translatisis need procedural knowledge and a good

exposure to the TT culture.

2.5 Dubbing Process
Lukyen (1991: 73-79, cited in O’Connell, 2003: 78} introduced dubbing process

procedures and stressed that these proceduresataoyly from one country to another but
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also from studio to studio and from script to stwithin the same studio. Therefore the

following steps are not considered definitive:

1. Registration
For administrative purposes refers to the loggihkey data.
2. Verification of master and dialogue list
The video of the program or movie to be dubbedthadriginal dialogue list are viewed. The
producer should provide the dubbing team with d-posduction script to save time.
3. Production of time-coded working copy
A time coded copy must be made if not found.
4. Spotting
Timecodes on the video cassette help to use pmindentify with a high level of accuracy the
start and the end of each utterance. A list ofritend out- points is what is called a spotting
list, which serves as a list of cue points fordiikbing actors.
5. Rough translation
Preparation of the translated version of the sesipgbne. The translation is based on the
original script and is intended to give the dublbsiegpt writer/editor a fairly literal rendering of
the original text.
6. Adaptation
The focus here is on lip synchrony for close-upsimthe dubbing script. It is not necessary
that the writer/editor of the dubbing script shohftle knowledge of the source language.
7. Casting
Actors or inexperienced people of the public withomd voice. Factors like age group, voice
quality, and acting ability are considered. Actask for very high fees. People may associate a
dubbing voice with particular actor and this maysma problem when the dubbing actor is not
available.
8. Recording
The new technology made the dubbing process easide dubber/actor may record all the
takes in one go and edit on the soundtrack latas dan greatly reduce the cost. Actors can
follow their lines to be dubbed in a monitor. Thenbfit that can be gained from the visual and
audio is that actors can also know when to staakipg and when to finish.
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9. Preliminary Mix and Edit

When the stage of recording is finished, it is th@red with the soundtrack. The digital
dubbing equipment made things easier to edit tberdeng or the takes without losing the
guality in order to improve synchrony after theaasthave gone home. Some sound effects
might be added such as glass breaking.

10.  Final mix

The dubbed track is mixed with the music and efféxetck.

11.  Approval

Sometimes a representative of the client and/ @adiraster casts a glance on the finished
version and checks it before transmitting it.

These steps show the complexity of the dubbinggz®c’'Depending on the type of product —
whether a film, a series or documentary — there begome variations, but the process is
basically the same" (Martinez, cited in Orero, 20082).

The core of the dubbing process is to producegetaext which highly resembles the
source text in shape, form, content and effect.

The ideal end-product would be the perfect illusibine best possible response from the

audience would be for them never to be aware teatad done anything at all.

Dubbing, after all, is the art of being totally amspicuous. (Bakewell 1987: 16, cited in

La Trecchia, 2010:116)

No matter how many disadvantages dubbing or $uigtimay have, at the end it is not a
guestion of whether to dub or to subtitle and whschetter. Translators are always facing the
vexing question of which is better, subtitling arttbing? However, the real question is whether
the dubbing or the subtitling is serving the intethdneaning of the source text accurately, if it
is up to par, and how the translation is perceived.

In the Arab world many cartoons are dubbed whatiterstandard Arabic or into
colloquial Egyptian. The option of dubbing is preéel in children's cartoons. “Viewers are
creatures of habit,” (Ivarsson, 1992: 66, cite€intas, J., & Anderman, G., 2009:97) and
preferences depend on "what the audience is usediter than rational arguments” (ibid.: 20,
cited in Cintas, J., & Anderman, G., 2009:97).
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3. ASPECTS OF EGYPTIAN CULTURE & DIALECT

The massive number of channels all over the wambédcast different kinds of shows,
documentaries, series, movies, etc. in order terenn their audiences. Arab channels buy
some shows, documentaries, series, movies, etn.rfom-Arab channels, so they subtitle or

dub them to entertain the Arab audience too.

3.1 Standard Arabic and colloquial Egyptian

Translation through the dubbing process appedrs tbe most frequently used option
in the Arab world regarding children's cartoonsthe Arab world, cartoons are dubbed,
whether into standard Arabic (Al-Fus-ha), or intdl@quial Egyptian (Ammyah). Some may
claim that dubbing should be done through stanfaathic, as the children should be
introduced to a high level of their language. Inestwords, using standard Arabic in cartoon
dubbing is sometimes done for educational purpd&dsothers may claim that cartoons are
for entertainment purposes and thus should bel&taadsinto formal language. Many people
may believe that translating into standard Arabaymitigate the fun element in the cartoon,

and add more seriousness to the text.

Standard Arabic is different from Standard Engleshstandard Arabic is not used in
daily language. Generally speaking, a limited nundfgeople speak Standard Arabic in
his/her daily life. Everyone starts picking up thalect fx\=) of the place in which they live.
Whereas Standard Arabig<{=9) is learned in an educational environment to aquisim
literacy. Diglossia is a term used to refer toraglaage situation such as that of Arabic. It can be
defined as a situation where two different vargetéa language co-occur in a community of
speakers, with an intelligible number of socialdtions. These varieties are sensed to be
substitutes by native speakers and usually havafgpeames. Differences in formality can be
seen in what is called high variety and low varidtye difference between these two terms is in
formality level. The high variety is learned in edtional institutes like school, where religious
contexts, radio programs, and serious literatueeugaed. In contrast, the low variety is used in

family chats and other informal settings (Dickikigrvey & Higgins, 2002). It goes without
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saying that the unified informal option in the Anabrld is definitely the Egyptian dialect,
however this was not said haphazardly.

The Egyptian dialect is considered an option wligahot as good as the standard Arabic
language, because it is informal, and spoken hyyatgple in the streets. In the Arab world, each
country has its own informal language, or in otlerds, its own vernacular. These vernaculars
are not all familiar to the Arab audiences. Formegke, many people won't be able to
understand the Moroccan dialect, or the Algeriatedt. However, Moroccan people or
Algerian people tend to understand the Egyptiatediarery well. There are many reasons that
helped catapult the Egyptian dialect to such status

3.1.1 Specific Examples of Egyptian Culture

Culture is not an easy term to understand. "Calban be defined as consisting of
explicit and implicit patterns of behavior" (Kluohn, 1962: 73, cited in Gutknecht, & Rolle,

1996: 165). Nida defines culture as "the totaldfeland practices of a society."

"Words only have meaning in terms of the culturgvhich they are used, and although
languages do not determine culture, they certaerly to reflect a society's beliefs and
practice” (1994: 157, cited in Homeidi, 2004: 14).

The concept of culture is "one of the two or thmeest complicated words in the English

language,” as Raymond Williams observed (1983d d¢itdBarker, and Galasinski, 2001: 3).

Language has been always linked with culture. Eacimtry has its own history and
culture that can affect its language. The diffeemnisetween source text and target text can be
noticed during the process of translating from lamguage into another. Furthermore, if the
translation is done into a certain dialect, suctrasslating into the Egyptian dialect, the

process may have many different techniques.

Actually, we are exposed to the Egyptian cultutetaFor example, many people who
are not Egyptian are able to differentiate betwaenEgyptian people from different parts of
Egypt from the way they talk. Furthermore, manygednow Egypt's various occasions,

holidays and events, which are not found elsewheeinstance, many people who are non-
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Egyptian knowSham Ennisinfliterally meaning ‘sniffing the breeze’), whichas occasion

that many Egyptians celebrate. Moreover, we terichtav how this day is celebrated and what
kind of food is eaten as well. Mainly Christianglaaome Muslims enjogham ennisim,
although it is a Christian occasion that coincidéis EasterThey go in groups into open areas
like parks or gardens and start eating a speana &alted fish, which iBeseekh Also, many
famous songs are playedSmam ennisinsuch asAl Donya Rabidy Soad Hosny, who is
considered one of the most famous actresses isrtiteworld, and is known as the 'Cinderella
of Egyptian cinema.’. The previous example showsttat extent we are exposed to the
Egyptian culture. We don't only know what kind etebration they have, but also what

Egyptians eat on certain occasions, and what te@nlto as well.

Another example of how much we know about Egypilture is the occasion &
Sobo'o(literally means one week). This is a newbornlwelton done one week after a baby's
birth. Although it is basically considered an Islamccasion, both Egyptian Muslims and
Christians celebrate it. Also, special songs aagqd on this occasion. Family, relatives and
friends are gathered, and start to sing togethdeley are walking around the baby. Candies

and chocolates are distributed to everyone thepeaally the children.

In the Arab world not many people have the deddilackground of the occasions that
are held in, for instance, Sudan, Bahrain, Algeladan ...etc., unless they are citizens of one

of the aforementioned countries.

Therefore, the widespread nature of Egyptian caltarough the Arab world has helped
Arab viewers to understand many culture-specifoés related to Egypt. It has also helped the
translator to choose an understandable dialect Wiegnare not specifically asked to translate

into standard Arabic.
3.1.2 Background of Egypt's Broadcasting & Cinema
Gamal unfolds the history of Egyptian cinema tkusl

Cinema took hold early in Egypt. The country biidtfirst purpose-built cinema house as early

as 1907. Cinematic production began with experialditins and the Treasures of
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Tutankhamen, discovered in 1922, were among tHg #eames. The first Egyptian silent film
was produced in 1927 (2008:2).

Accordingly, the spread of the Egyptian dialecssociated with cinema and movie

production there. Egypt has always been the cir@oreeer in the Arab world.

Maluf (2005) asserts that the Egyptian dialecinderstood by the majority of Arab
countries, even though the language that Arabsshatandard Arabic. However, it is being

used only for literature and formal texts such ¥snéws.

Over the past nine decades the Egyptian dialecbban developing and spreading in a
way not matched by any other dialect of Arabic. Bopgs, music in the second decade of the
twentieth century, theatre activities in Alexandarad Cairo in the twenties, talking films
(1932), the introduction of Radio Cairo (1934) déne emergence of Egyptian singers such as
Muhammad Abdel Wahab and Om Kalthoum in the traréiad forties who capitalized on the
advances of radio, cinema, and vinyl records ewstime prominence of Egyptian dialect in the
Arab cultural scene which continues till today (G4n2008: 7).

Accordingly, the spread of the Egyptian dialedbgther through theater, movies, or
songs, made it easier for the majority of Arab ¢gasa to absorb the Egyptian culture during
the time. No one can claim that the Egyptian diakethe simplest, or the clearest vernacular in
the Arab world, but it seems that many factors haaged a crucial role in spreading the
Egyptian dialect into many Arab countries. Thisgiyrmeans that exposure in and of itself to
this dialect, whether through music, plays or radidhe main factor that helped to put the
Egyptian dialect in this position. Not to mentidr tcrucial role of the very well known
Egyptian plays such ad-mutazwejon (1978), el eiyal kbret (1979), madtasd mushaghbeen
(1973), etc. These plays have really helped inagpng the Egyptian dialect and culture
throughout the Arab world, and gradually it hasdree a familiar dialect to the Arab world.

3.2 Vinay and Darbelnet’s Approach

Vinay and Darbelnet found suitable solutions. Teelyout two translation strategies:

1) Direct translation, and
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2) Oblique translation (Munday, 2008)

1) Direct translation is divided into: 1- Borrowirfigan word): e.g. Mobileb s« 2- Calque:
e.g..8 Je (over my dead body). 3- Literal translation (Wdat-word): e.g. L'encre est sur
la table (F) > The ink is on the table (E).

2) Oblique translation occurs when a word-for-wtsethslation is impossible. It is divided as

follows:

1-Transposition: A shift of word class, e.g. 'l gikim a kiss’ is semantically no difference from
‘| kiss him’ though the word ‘kiss’ is changed fraamoun into a verb. According to Vinay and
Darbelnet, the first expression can be called #szlexpression, while the converted form of

‘kiss’ as a verb is called the transposed exprassio

2- Modulation: A variation of the form of the megsaobtained by a change in the point of
view (Positive For Double Negative, Double Negafige Positive [Anatomy]), e.g. God
knows. — Meirenzhidao [lit. ‘No one knows.’], andjeyou are going to have a child: Arabic:

Ll pain

3. Equivalence: Used to render expressions usifeyeint stylistic and structural methods, e.g.
Before you can say Jack Robingoni sk el xi  of Jd

4. Adaptation: Used when the intended meaningainsiation has not been reached, i.e. when a
simple translation would not work or it would pragua result that is shocking in the target

language and culture, e.g. Tour de France, intoesainCricket (Munday, 2008).

Vinay & Darbelnet, however, look at modulationtlas “king” of all translation
techniques. It is “the touchstone of a good transhahereas transposition simply shows a very
good command of the target language” (1995:24&¢daen Munday, 2008: 58). As mentioned
previously, modulation is obtained by a changéapoint of view. This change can be

justified when, although a literal, or even trarsgu translation results in a grammatically

! The example has been obtained through personal communication with Dr.Ahmed Al
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correct utterance, it is considered unsuitablediomatic or awkward in the TL (Hatim &
Munday 2004, cited in Munday, 2008:57).

If we look at transposition, equivalence and adtb strategies, they are all different
types of modulation; in other words, all the aboventioned translation techniques are

embraced under the umbrella of modulation strategy.

However, while talking about dubbing into the Etgp dialect, it seems that the
adaptation strategy might be used more than arer sthategyTimon and Pumbags full of
cultural references, and this suggests that culaataptation is the strategy that the translator of

this series used.
3.2.1 Domestication and Foreignization

This aspect of cultural adaptation involves thedh® change certain cultural references
in the source text, which are not found in theeagylture, whenever applicable, to conform to
the expectations and experience of the target acdid he translators sometimes are urged to
adapt, change or explain some cultural refereriesseem alien in the target country, and
cannot be understood. Here comes the adaptaticessavhich changes certain cultural
references and substitutes them with other refeetitat are familiar to the target audience.
(Venuti, 2000). The foregoing norm is denoted kg térm ‘domestication.' Doubtless,
domestication plays a vital role in achieving taeng response in the target audience, although

some may claim that this is considered manipulation

Venuti proposed domestication and foreignizatmmnciltural-based translation.
Domestication involves making the TT read as fllyea$ possible, and this involves careful
text selection. For example, translating from Acaibio English? cses )l i ausy Abas culs
fdal, b sl Sileans Il into "l said astonishingly: 'Oh my, how come thigppened so quickly.”
Whereas foreignization involves choosing a text ihabviously not of the target culture and
rendering the linguistic and cultural differenceghe translation. For example, translating
fdal) b sl ) can I e ) A s iAGa N into "IN the name of God, most Compassionate,tmos

Merciful! How come you came back so quickly?’ Igdbemused.” And adding a footnote to

> The example has been obtained through personal communication with Dr.Ahmed Ali
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explain it more clearly, e.g. (In the name of Gadst Compassionate, most Merciful:
Religious expression used to emphasize how sudptiseperson is. It is almost similar to the

English expression "How in God's name?")

Venuti (1998) states that domestication was agiace ancient Rome, when
translation was considered at that time as a kindvasion. Translators into Latin at that time
tended to delete culture-specific elements, adgsi@h to Roman culture, and also substitute
Greek poet's names with those related to themir@helated text may seem written originally
in Latin, and not any other language. "Fluencyssirailations, presenting to domestic readers a
realistic representation inflected with their owotdes and ideologies as if it were an immediate

encounter with a foreign text and culture” (12).

Although domestication and foreignization are iéawoinages, he refers to
domestication method as "an ethnocentric reductidareign text to target language cultural
values"” (ibid.:20). One reason that made Venutiosppdomestication translation in the Anglo-
American culture is that it leads to the invisilyilof translators, as domestication results in a
fluent piece of translation. Whereas foreigniziaggording to Venuti, can be seen as an
opposite of "ethnocentrism and racism, culturatisaism and imperialism™ (Venuti, 1995: 20).
Venuti advocates foreignization because "it loc#éttesalien in a cultural other, pursues cultural
diversity, foregrounds the linguistic and cultud#ferences of the source language text and
transforms the hierarchy of cultural values intdurget language" (Venuti, 1995: 309). He

considers himself, Newman, and Pound as transldtatgollow the foreignizing strategy.

Whether to domesticate or foreignize, there areynaspects that determine the
translator's choice and Venuti explains this:

However, applying these critical categories inghely of translation is anachronistic:
they are fundamentally determined by a culturaitjgal agenda in the present, an opposition to
the contemporary dominance of transparent discotoghe privileging of a fluent
domesticating practice that makes both the tramsatvork and the asymmetrical relation-
cultural, economic, political, - between Englisndaage nations and their others worldwide
(Venuti, 1995: 32).
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In my opinion, choosing a certain dialect to tfatesa certain text is considered
domestication by itself. For instance, the Egyptiaiect has its own idioms, proverbs,
expressions and slang words that are in one wapather related to Egyptian culture. Both

dialect and culture are considered a mirror imggaeother.

In the Egyptian dialect, many new words contiruagpear from time to time. Many
Egyptian movies have helped in spreading new coi@qgvords. Some of these words might be
heard in dubbed cartoons (into Egyptian dialechjjevothers may not. The reason might
simply be that some words are unsuitable for céildo hear or are irrelevant. Furthermore,
cartoons sometimes have a moral theme, and tmsetisbould be introduced in an appropriate
manner, and with appropriate language. This doesean that translating into a certain
dialect can ruin the message, but the translatmuldibe careful when translating into Standard
Arabic or into the Egyptian dialect.

3.3 RizK’s study about the language of Cairo's gpumiversity students

Sherin Rizk (2007) discusses the language of Gayaung university students. Most of
the colloquial words that they are using were ditueeard in a movie or in a song. For
example Kamannanndi\S is a made-up word in a song performed by the twoygaactors
(Muhammad Foad and Muhammad Hneidy) in the mtsriwileya rayeh gays/_ 4ulelos)
s>(Ismaileya Back and Forth 1997). Students of theeursities referred to 'youth language' as
loghat elkammannannax\sll 42 (language of Kammannanna). The meaning of the word
remains unclear by itself, but in the movie it iglarstood as everything a young man may wish
for: money, girl, car, etc. Another movie calleddbé-el-gama elamrekeyasall & sama
555! (An upper Egyptian at AUC, 1998) followed. A nevend appeared in this movie,
which isKahratadil xS - a neologism meaning "transgression of the moralsacdl taboo.” It
is used a lot: young people lose interest in thesels, and try to create new ones. Also the
word Ishta4ki (literally means ‘cream'’) had become commonpladestareotyped as a result
of the movies as well. It is used to express ages¢mor consent; if someone's answdslga, it
means “okay” or “good idea.” The development of iygyeople language in Egypt is also
associated with the evolution of the Egyptian maisicoduction by MTM (Egyptian rappers)
in 2003 with the hit songmmi msafras_ilu i (literally means “my mother is going on a

28



trip”). In many countries, rap appeared much eathian in Egypt. But the link between young
language and rap was identified in Egypt gradu&lizat makes Egyptian rap entertaining or
lighter in tone is that the emphasis is not onocserivalues e.g. religious, but similar to US
values and themes.

Another word in a song isaffad_=i: (literally means “sweep”). This word was labeled
as a youth term that means "drop it." Another worchtioned in earlier studies about secret
language igar mewallag’s« (literally means “burned rat”), an expression ubgdtudents of
universities to speak of cigarettes, which basycafipeared in thieves’ slang with the same
meaning. Furthermore, phonological and morphosyictaharacteristics affect the meaning
tremendously. For example, the word found in evayysheechinshalla4li (literally means
“God willing”), when said in flat tone may signifyall right, I'll do it.” It actually means “I will
not do it,” as it has an ironic hint when it is pounced like that. Another exampleis sana
we enta tayekb Wi 5 4 JS (an expression used to express a wish for new,y@hen
pronounced with a high-pitch melody it changesrtteaning completely to mean”drop it, let's
forget it” as inelmoratab-<i4 (my paycheck)?- kol sana we enta tafledre means “that's it |
spent it”). Also there are many examples abougthenmatical transposition of some words,

i.e. their change from one syntactic category tutlaer.

For instance, the popular wai@hn c~4 (literallyy means grinding) is used as an
adjective as in el-emtehan kehno~b (S (lsi¥) (means the examination was difficult). Also
the termtahnchanges from an adjective (difficult or terribleitwa negative connotation to the
degree adverb 'very' as in@tehan kan sahl tahpb Jes oS gy (means the

examinations was very easy).

Also, the practices of word encryption and trurarabr suffixation are widespread
among youth language. An example here wouldlen-nezanghill 43 (literallyy means what
is the system) to signify 'how is it going?' or at/lare we going to do?' The aforementioned
expression is a part of the so-called communicaitoals such ash el-akhbar)»a¥ 4 which
means ‘what's the news?' This has led to wordlay@de games in question and answer series

as in the following (as Sherin Rizk's study expddiy setting different examples):
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Eh el-nezam?- lin ezagike o -falkill 44} (means a disease affecting bones)

Eh el akhbar?- el akhbar zayy el-ahram¥! s JLa¥) - LaY) 4 (el akhbar is like el-ahram).
A word game on two famous daily Egyptian newspgakeAkhbar ;LY and al-Ahram!_a¥!).

Metaphors are considered to be the leading secaetthanism among the young
people of Cairo. They use metaphors to emphase#uthfunction of language, which holds
hints of sarcasm as well. For exampimbis rage'a be dahruex: aal) s 5 (literally means
a bus backing up) describes an unattractive girhadruba be —en-naplilt 45 2e (literally
means she has been shot with a firearm), i.e.sshery ugly as though she has been bent out of

shape in an accident.

A good example of metonymies is the tezhtahluh- s~ (means money or Egyptian
pound). This word is derived from the veahlah-yelahlahesl -zls!  (literally means to
move). It is logical, because money makes peophlenm help you. The meaning is expressed
by the proverbial expression popularized by thedasrhumorous writer Ahmed Ragab, and

then used by young people according to Sherin Kitlidy.

Loan words and neologisms are considered a ttogstabic language, because young
people do use them a lot even though their orgindm Anglo-American languages. Consider

the following examples:

-Pisusn (peace) ya man, a phrase used to salute sometmeancur with what he/she said.
-Kul, JsS from the English word "cool.”

-besbess, a distorted pronunciation of "business."”

-shklak on matebeaghik« << of, means let you be on, don't be off, to " beifie" or

"understand me."
-stayelJis from "style'Uiis , used as an adjective "elegant.”
-mesh fe-elmud,s<!! . Ui "not in the mood" means not feeling well or disaipped.

They can also be adapted to the morphosyntactibid\system and form verbs such as:
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-tanshen-yetanshepii, — (45 " pe tense” from the English word "tension”.e.dlesh ana

metnshen shewayass odiie Ul Gil=e (Means: sorry | am a little tense).

Sherin Rizk's study explored the linguistic phereaon in the Egyptian dialect shared
by students of universities in Cairo. It shouldnio¢ed that novels or movies sucheggdembi
~-liportray a lower-class character that uses a spacigliage close to the 'youth language'.
The study concludes that youth language seems tigdzband recognized primarily by the
young students of Cairo in Engineering and Medisicieools and that its practice is
fashionable and essentially fun. The students fem® prestigious schools (such as Faculty of
Commerce and Trade or the Faculty of Arts and t€tgeem to have a more normative and

conservative attitude even though they also us&atigage (Rizk, 2002: 305).

In the case ofimon & Pumbaait seems that the dubber/translator was aiming to
entertain people of older ages rather than childBamerally speaking, cartoons are meant
mainly for children, but this does not apply to fimon & Pumbaaartoon, and thus this
cartoon appealed to the young generation who idigarwith colloquial languageTimon &
Pumbaacontains a lot of similar examples to Risk's stutherefore, the dubbed version has
nothing in common with the English version. Bothisiens contain the same cartoon

characters, and the framework, but definitely hetdame experience.
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4. ANALYSIS AND DISCUSSION

This chapter examines tAeound the World with Timon & Pumbaaries, and whether
the Egyptian dialect in this cartoon is represemtéelctively through the dubbing, particularly
when it comes to idioms, different expressionsighaords, and if the translation does justice
to the source language. Furthermore, this chaptetrwto investigate the strategies used by

the translator and how cultural references aregog@alt with.

Timon & Pumbaas the story of a meerkat (a kind of mongoose)amdrthog (a kind

of pig), who are very close friends, who decidedadmn a trip around the world.

The story begins when Pumbaa get struck by ligigtraffecting his memory, and
Timon tries to help Pumbaa to recall things byiriglhim several of their adventures, seen as a
series. At the end, Pumbaa gets his memory agairiitmon gets struck by lightning (although
the weather is sunny). Pumbaa tries to help Tirhantime to remember, but he cannot.
Pumbaa then starts telling the viewers to rewirdtéipe to re-watch it from the beginning, as it

might be the only way to help Timon get his memoagk. The episodes are:

. Boara Board/Ls s )

. Yukon Con(usS s )

. Saskatchewan Cat¢b! s<slSuladl & suall )

. Song: Stand by Me (was not translated)

. Brazil Nuts(.b)_sll Gadl)

. Truth or Zaire(_Ldl ) sl 4aaall )

. Never Evergladegulaiiiuall ce laey  YFrom Wikipedia,Timon & Pumbag

Their names (Timon & Pumbaa) were transliteratetthé Egyptian version as s
L 5. Surprisingly, the name Pumbaa, which is pronodmceéArabic as Bumba (as the Arabic
language does not have the phoneme P, and accgro#ptaced it with the nearest Arabic
phoneme to P which is B, in Arabigll < ,») means in the Egyptian dialect a prank or banger.
It is seems that Pumbaa was transliterated purnposé&lgyptian version of the cartoon to add a

kind of humorous hint. While the Egyptian meaninagymefer to kind of a trick that is intended
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to be funny, no hint of humor is found in the nalfambaa in the original English version of

this cartoon, as it is a cartoon name only.

Another example that was transliterated in thedEgy version idoara Boara into
e Ls If we look at the spelling doara Boara we can notice that there are two elements
meant to be combined. The first on®a Borg which is one of the most famous tropical
islands in the world. And the second elememBaar, which means a pig. These two elements
were combined in the spelling to refer to a plda pigs normally go to. This hint was lost in

the transliteration into Arabic.

Another transliteration islakuna Matatawhich is a Swabhili term. Where "-kuna"
means "there is," and "hakuna" is "there is natgl dmatata” is the plural of "problem."” The
literal translation of "Hakuna Matata" is "there avo problems," but it is usually used as a

phrase with the meaning of "No Problem" (Phrasel&invebsite).

Hakuna Matatavas rendered in the English version as meaningordes or problems.
In the Egyptian dialect, however, it was not reeddny its meaning, it was transliterated. This

can be noticed from the following song:

Timon: Hakuna Matata, what a wonderful phrase

315 L RS U Sla 3

Pumbaa: Hakuna Matata, ain't no passing craze

(Basts) iy ) gl o el L oSla © Lso s

Timon: It means no worries, for the rest of youysia

381 08 ol Sl sl © ) a

Together_It's our problem free, philosophy, Hakitatata, Hakuna Matata, Timon and

Pumbaa, Hakuna Matata

Uil U sSkaclue 15 ) sasie o U oSUa elilile U sSUa o iadille 5 5ead) 152 (138) )58 Lia 35 ) s Lrae
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The above underlined sentences show that the EBgyf@ndering is inaccurate, and it

only took care of producing a song with a good rayfor example:

Hakuna Matata, Ain't no passing crazas rendereds A aldl o)l US|t is

a mistranslation: not only the meaning is not @éw@e, but also the English sentence is in
guestion form whereas in Arabic the sentence is\perative form.

However, the translator tried to give the meamhblakuna Matatahrough the above
song by ww A =Wl )l (literally means: throw away the annoying past) alighl scolusil
S A JS 40l (meaning: forget it (the past) and concentrateherfiiture). The viewer may get

the meaning oHakuna Matatdrom the two underlined sentences, whereas in tghigh

version it is said directly and with two words ontyp worries

Also, the issue of pronunciation is important hdiee word = (yeghiz which means
to annoy) is taken from standard Arabic which isitally 2. However, the word is

pronounced with the sourzht the end instead éf This is not only found in Egyptian dialect,
but many other counties in the Arab world pronowvoeds in a different way from the original
standard Arabic.

The following examples of this thesis are représgtaccording to their order of
appearance in the DVD:

-Timon: Hey, we're not going to let a little rain $oil our day, are we?

0ag) ¥ g Uin Ja (it AN A jhaa 4y 5 (e A J gL 1 gass

The wordspoil was rendered intog:S=ia. This translation might be considered an
exaggeration, as«i is much more than spoil. In the Egyptian dialeatéans to extremely

spoil and ruin. It is related to one's mood rathan physical, external aspects.

Also, our daywas rendereds » (which means: our mood). This is considered &,shif
however the meaning of the whole sentence in thgttan dialect is as clear as it is in the

English version.

34



- Timon: What's a Pumbaal!

Iz o) i b Ggad

Here, the sentend®hat's a Pumbdashows a hint of amazement and at the same time
an element of a shock. The intonation here is iraportant as it helped in showing that Timon
is really shocked. In the Egyptian dialect the eimy=s~' Jls: L is a very well known
expression in Egypt, and it is said when thereery bad news or a real ordeal. It is also a
saying used by lower classes. The translator didemaler the word literally, but used a very
well known expression, and very informal expresston. The Egyptian rendering has a high

level of exaggeration.

- Timon: What's a Pumbaa! Why? You are a Pumbaa, Pmbaa, oh, it was that lightning

bolt, it must have scrambled up your remember circiry bobbleincus something awful.

Ay La geclia ol § b ol o Y gachiniall () sl 0 19 S0 gl clna gac Lpa gy Gl T gaad S b2 Gigas
PN NPy

In this example, the sentenitenust have scrambled up your remember circuitry
bobbleincugs funny as it uses technical words to show themBaa's memory has been badly
affected, and he cannot even remember his nameanTlises made-up words and tries to sound
intelligent, but he is unable to remember the aimeords. The Egyptian renderinge a ¥ 52
&= <l )58 means that this must have stung your brain fudes Egyptian translation is a slang
expression, and it also has a humorous elemenie Wia English expression specifies that the

memory is being affected. The Egyptian expressays shat the whole brain is being affected.

35



- Timon: See! But fear not, pal of mine_I'll helpyou rememberyour memory. Here's what

you need to know. | am the_handsome, smarheerkat named Timon.

A sV eludd) dlalia Ui gdf 4d a5 2 ¥ ) cellic dllan )l g dlacluld Al b Ule QAT o gf (g 13020 1 () pas

Ggasic

In this example, the sentence I'll help you rememims rendered intbelula ol LGl |
which is considered inaccurate as the translatdead=' L (means my son) which is not in the
ST. The use of' L here is considered sarcasm, as it is used byaadle who want to give
young people a piece of advice while avoiding beowharsh, tough or unfriendly. But, when
we see a small meerkat sayigg L to a big warthog, this is considered sarcasmeasmerkat
is small and there is doubt that such creatureneima big creature like Pumbaa. This adds
more humor to the Egyptian version. This is nonibin the ST, as the source text says dtly
help you.

If we look athandsome, smaend its translatione: s¥) <kl | there is a mistranslation
too. Handsome means a man who is physically atteaddut<l.ill meansChic, transliterated
from French. Alsosmartmeans intelligent, or able to think quickly oraely. But, the
translation as«:sY' describes someone who is elegant in his appeartiis@ot logical to
translatehandsome smainto 4¢3 5¥) <Ll | because in this scene Timon is trying to ddresd
Pumbaa a favor by helping him remember everythenéphgot. So the issue of appearance and
goodlooks is unrelated to the content.
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- Timon: Hey, jingle bells, jingle bells, jingle_al the way
Mas (G (alh ol aY) (G (ul aY) Gacdah | (k) sl

Pumbaa: Oh what fun it is to ride

Tl el g (b B (k) se

Timon: In a one-horse open sleigh, hey

i BB L) (531 1 (i) (9

Here, there are also mistranslations in some astéhe main concern is to produce a
rhyming song that appeals to children. Alalbthe wayis rendered agl~ 31 1 (meaning my
heart beats with youYhis meaning is not basically found in the ST.cAlsh what fun it is to
ride is rendered ag_«'s = il 5 (& % (meaning lighten up, be happy, play and have fing.
source text only describes that the ride in vecgr@ind it is fun too, whereas, the Egyptian
translation has a totally different form and megnifhe form in the Egyptian translation is
imperative, while in English it is a mere descoptiof the ride. Here the form ofall z 4l s i
z s resembles a very well-known song for Abd El Halil@fez which is—s 5 aa 5 el dlain

(meaning laughing, playing, being serious, and)ove

Also, heywas renderedkié . Heyis used in the scene as a kind of astonishment,
because Timon got stuck in a tree while he wasgidi sleigh, so he is astonished how he was
on the ground and then found himself above the k€@ (meaning cream) is used to express
agreement or consent, or it means “okay” or “gat®hi as has been explained previously in
Chapter Three. But using the wdkeké here has an element of sarcasm agreeing with the
context, as Timon is being sarcastic about the veagnded up on a tree instead of being on the

ground.

- Timon: A wiki-waki weekend, that's what's in store for we, a wiki-waki weeked

B AT £ gamal b (aug 3 8 lal £ gl Litie cda 1 () Qpad
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Weekend, a holiday normally taken at the end efiteek, becamgs= (meaning

week, 7 days) in the Egyptian version.

Pumbaa: What sarong?

- Timon: Nothing, what's a wrong with you! Hahahahédh all the classics never dibahahha

Al S 5a 0 Lage

S o A cusillalalala S LA ldle ;¢ gad

Here,all the classics never dis rendered intg_l s 4l «<ill | The English
expression is formal, while the Arabic is extremiafiprmal. The meaning of the Egyptian
expression is that very silly jokes are many (ashmas there are grains of rice), and the English
expression implies that old jokes are always emguftach expression is different than the
other. The Arabic talks about the number of sitlkgs, while the English talks about how good

(classical) jokes always work.

- Pumbaa: This is the life Timon, ah, fresh oceanima lush vegetableation and not a soul to

be seen for miles around

Uikl g Ll (i (3 olia (b Lo gedh 3 Ja | pudadl] g i Jaaaall ) g ¢y gasi by Blaadl (g2 L Laagy

Here, the Egyptian translation lokh vegetableatiomasa j» 3 | y=3ll 5, In terms of
meaning, lush means green, healthy plants, grastees. Ands_»  in Egyptian dialect

means bright, shiny, and blooming.

As fornot a soul to be seen for miles aroutite Egyptian translation wag sia« Ui L
Ly b s Lale (52 (means not to spoil our mood or annoy us). Thestedor also addetkle (siSs
Ly ks, The translation is extremely informal and usesiglas well. The wordk: )t has an

element of humor, and it is derived fre#2: (to cause something loathsome).
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- A new character that kidnapped Pumbaa: Hungala Bagala, you goof$

| Cplia 55 : 158y Loa sy ) 5 AT dpaid

Heregoofsis translated intgqilsis . This seems inaccurate, gmofsin English are silly
or stupid people (informal); the Egyptian translatixilsis is considered offensive, as it means
retarded. This may be considered strong for child®suming that sometimes morals maybe
introduced to children through entertainment. Taeglator could have come up with a word
that mitigates the element of offensiveness.

- Timon: Take courage, Pumbaa old pal, I, Timon, yor fearless friend will find and

rescue you, you've got to berave, you've got to bestrong, you've got to be kiddind Hello

Pumbaal

i) BRI () (g ) A (R La () iy ¢ 90 U ¢ L) (58 Ly Laa |y @l © (e
II—.\A‘% Q M\ I“f’ﬂk— "..\54‘ 3 kw\

The expressiogou've got to be kiddingieans that you do not believe something, as if
what you are seeing or hearing cannot be true EQyptian translatiodliic o) (literally
meaning give me your mind) gives the same mesdate &T, although differently expressed.
The English is not as the same as the Arabic,as ik a shift of persog;u) (literally meaning
give me) is in Englislyou've got to beAlso, the translator wanted to keep the repetitib )
andyou've got to bewhich are not the same. The dynamic equivaleece Was used
successfully. Also, the meaning here can be unasidrom the scene itself, as Timon saw his
friend Pumbaa sitting on a throne as if he wering,lso he did not believe that Pumbaa
became a king. Therefore the situation or the siteakt can help to understand the expressions

even if the viewer did not ever hear such expresiseiore.
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- Pumbaa: Timon, thank goodnesgou're here

U ol & daad) ¢y gas 1 Lage-

Here, it is very obvious that the translator hddeal& (Allah) purposelybecause this is
used a lot in the Arab world, because in the Anadb lalamic worlds Allah is considered the
one who deserves to be thanked and praisediigartk goodnesis not like4 ll, Thank
goodnesss "said to express happiness that something dadéen avoided or has finished"
(Cambridge Advanced Learner's Dictionary Online).tBank goodness an expression said
to express happiness when something bad is ovérowtithanking or praising anyone or any
power. While (in Arabic): sl is used to express happiness that something Isaloldean
finished by praising and thanking Allah. Domesiicathere seems to have done justice to the

ST through dynamic equivalence.

- Pumbaa: | tried to get them to let go, they won'stop waiting on me _hand and foot
ol g agadly (o gaddy Gallas ¢ (il (o sy J g8 A Laad) AT Jglaly i€ ¢ Lua g

Here, the phrasson't stop waiting on me hand and foehich means to do everything
for someone so that they do not have to do anytlinthemselves, was translated intgse
el 5 a3l S se320 Which literally means they are serving me withithends and teeth (that is,
they are ardently and devotedly serving me). Algiothe words of the English and Arabic
expressions may differ they both have the same imgafhe dynamic equivalence here served

the meaning.

-Timon: Eh, will this nightmare never end? Pure totture, | can see why, look! You're

almost out of tartar sauce. Seems | got here just ithe nick of time.
(b ananl) (B i) JulB canaacle e b Tgusria galg b o gaiachiled Ofiglla 1a (ugilSh) 1380 g) 1 (i gas

A S (b JSY) IS seld Abia g )

Here,pure torture, | can sewas rendered intgle e L 1ossie sl 5 L (e 525 which
indicates (I feel pity for myself and | am alwaysducky). Timon arrived when Pumbaa had

already finished all the food, so he sdvdire torture.This expression is meant as an
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exaggeration as Timon was also being sarcasticTThesed an Egyptian expression that is
allusive to the poergité L 3 (sl & )8 sang by Abdel Halim Hafiz. The expression is dligd
to a line in the song, which isis a5 L 25344, |t has the element of sarcasm, as Timon said it
when he found no food left for him.

The Egyptian expression was a little bit lighteart the English one. The humorous
element in Egyptian expression is there from thenation as well. Also the addition gfue L
tle made it more humorous, as if he feels real pityhfmself.

As for Seems | got here just in the nick of tilhé rendered int@é saall 850 Calll L8
43 sl which is a very funny proverb in Egypt. The litenaords mean that the person who is not
lucky may find a bone even intestinal tissues where bones are not found.dsdmt seem
plausible that children may understand this idibot, from the context and the scene they may

understand that Timon is unlucky while he is logkat the empty plate.

- Timon: Now as your royal person and leader and CB and basic good old-fashioned
emperor.
Aagd 48y ghal j0a) (Y g (e el g aSaild g Sy aSIAY) QRN ) aSay B gl 1) gas-

CEO is abbreviation for chief executive officdretperson with the most important
position in a company, in other words the persoo lin charge of all the business in a
company. The Egyptian rendering was sl s which is a distorted pronunciation of
"business” (besbes instead of business). The &tansgldded a humorous load here (and it has
no meaning at all).

Also, it reflects the ignorance of Timon who prete to be what he is not.

Also old-fashionedvas rendereék: 4. This is not a literal translation of the ST, but
the translator succeeded in translating it as somgthat belongs to the old days and not

modern times.
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-Timon: Here is your grub, | hope you choke ouch, | mean I'm Timon and I'll be your

waiter, here is your royal nourishment, oh Mighty,All-Powerful Pumbaa, how degrading

| got you some extra mud for your bath.
& i ALiad 13 g lidlans g ya (1905 Ul g0 ¢ o gl anally Sloliy 3 gal) (T 1) pasi-
felislans alaad adall 37951 ceadt i 351 Ul cla g by elilia s

s7/is a slang word in the Egyptian dialect (meaninghyu are), rendered here is
which is very similar to the TT and has the samammgy.
As for, | hope you chokaet is rendered ag_ld! b (an expression used to wish someone to die
by poison that eats up one's insides). The ST doesclude a poison like the TT.

As for how degradinglt is rendered as! 3 Ul (meaning | am being humiliatedhere
is a tiny difference. The English expression igaolamatory statement, while the Egyptian
expression is an expression of self-pity.

- Pumbaa: Wow, you shouldn't have, thanks Timon, y@re doing a really great job.

Servant boy! (Sorry about this Timon)
L il ¢ aldie Ciguay ) Cul alad Ly alg U Ay JAGES Gl 13 (] 0 gast by S bl (Baati La ¢ olly: Liage

-

(Oses

Here,you're doing a really great jols rendered intés_» Jxiii (meaning you are
working very hard, and very faithfully). This icammon expression in Egypt. It has the same

elements of praise and admiration as the source tex

- Timon: What's up with shorty!

lde Jal) alla: ¢y gass

The wordshortyis informal. It may be considered offensive or mtda reflect the
attitude of the speaker towards the addresseeEgpgtian slange 4l (meaning very short
person) is also an offensive word. Also, the tohgronouncing such words has the element of

being sarcastic.

-Timon: You did it, all right
Ilgiree Leladi Cun 1 (g gati
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In this example, Timon is being sarcasticyas did all rightis meant to indicate the
opposite. The embedded meaning here is that yoel tuaved the whole thing. This can be
noticed from the scene itself or the situation. Hggptian translatiohieine aSi cuajs an
idiom used to say that you tried to fix somethimg you ruined it instead. The translator did not
translate the ST as-is, but s/he depended onttiegtisn itself, and gave an Egyptian idiom that

is ironic and sarcastic.

- Timon: Step on it
aoald 1 ¢ gad

In this example, the informal English sentestap on itis used to tell someone to drive
faster or to hurry. The Egyptian slang translageh is also very informal, and is used to tell

someone to hurry up in order to escape from a baédmgerous situation.

- Timon: Looks that way, let's get back to the beach, before the whole daywasted. Ah,

developer, oy
wmall o e b dadd) o DUl 993 1 o) Liaa A Lia) S $4) Jal: ¢y gast

Here,looks that ways an affirmative statement. In other words, thisonsidered as an
agreement. The Egyptian translatiehdwl is used to say yes or ok in a way that resemhkes t
tag question in the English language. It is vefyrahtive too. This example does seem to serve
the meaning of ST. Also, the form is differenttlas ST in the above example is a sentence,
while the Egyptian translation is in a kind of gues form.

As for the expressiost 52 |5l Laa Il Usl it is an addition which is not found in the ST.
This expression is said to indicate that one isligxperienced, and clever. The literal
meaning of this expression is that we the ones pauated the air with metal paint for cars. In

other words, this expression means "we can do aigythecause we are experienced people.”

- Pumbaa: | don't remember going any place with yolRamon!
fosal b A of e ciay ) S (e Ul : Lagy

Here, Pumbaa could not even remember his bestfsi@mame, and saRBmoninstead
of Timon. The English version has chosen a namelwimas the same rhythm of Timon, while
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the Egyptian rendering i3s<l. It also has the same rhythm of Timon, but the dwunere is
amplified toos<, which is Arabic for lemon. Pumbaa could not rerhemhis friend's name, so

he said a citrus fruit instead of Timon's namesTdddition of humor is not found in the ST.

- Timon: You know, Pumbaa, the way | got it figured once you strike gold , I'll be set for
life, this gold mine idea could turn out to be a realgd mine...

Ru9 1Sa cadly anda ala g Jlalchlae calia Autllc caal) LAY La 3] 31 Wamaly Ul Laa gy b il ¢ G gads
BTN

Here, the English informal idioffil be set for lifemeans to have enough money for the
rest of your life. The Egyptian translation alsedisin informal expression, which dgslia 2,Ll)
L, This is used to indicate that the financial sasugoing to be really better than before,
meaning that money will start rolling in as in ardding game. But the literal words have

nothing to do with the real meaning.

- Pumbaa: Well, I'm doing all the work and you're just laying around, now that doesn't

seem fifty-fifty to me.
Al e kb i adl g dud) (8 alld ity dala JS Jasly Ul Jual © Laa g

In this examplelaying aroundis translated into the Egyptian idiage=!l 2 U (literally
meaning to sleep in the honey), which refers toesmme who is very lazy as if s/he is sound
asleep, and doesn't care about anything. Here dlamimg is exaggerated a bit. Both the ST and
the ST refer to the laziness. But the Egyptian esgon is amplified more in using a well-
known idiom which is funny as well.

Also, fifty-fifty is transliterated in Arabic intgiasé Jaé | This expression is used in its
transliterated form by many people who also mayknoiv English but use it to refer to profit

or a good outcome that is equally divided betweengersons.
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- Pumbaa: Hey, Timon, look. A gold nugget, I'm rich boy, and it's a great big heavy one
too, Say, what did you find, Timon? Hakuna Matata lottle can, and it's so shiny and

pretty and splendid and round, oh, Timon you sure are lucky.

UigSla €0 gai by Ag) ol Gl g alg Ly B € g ALES (las (g il oo LdisSegan (19asi b o Ty
Bgliae & e Joh ol ¢y gasi by 8 5ia g Adallalia g aaliy (53 4l g kS o Lilila

Here,pretty and splendidmeans pleasant, or beautiful and impressive)satrdnslated
into 5,35 4haikia s (Meaning cute and shiny). The Egyptian translatiess two slang words to

render the meaning while the English sentencermdb

- Singing-group: For he's a jolly good wart-hog for he's a jolly good wart-hog, for he's a

jolly good wart-hog, which nobody can denyhey
Ade ) amd Gl ALY e S gladlc Albia Ghbla sadddlan L ASgda by ¢ (80 A gana

The ST uses a typical song sung on special ogtgsthanging the worf@llow to
warthog The TT alludes to an Egyptian song by Faiza Ahmadhelyya halawtak ya
gamalak Also, the Egyptian translation exaggerates Putslimuty asiluw Jidl 8 (meaning
like the moon, and has no equal), which is nohex$T.Moreover, the song in the Egyptian
translation went on exaggerating by sayiig- JS slsll (means everyone feels jealous of
Pumbaa's beauty), which is not in the ST eitherthieumore, the last part of the English song
which nobody can demnwas not rendered correctly. The Egyptian tranghatile 4 aul <l sl
is a religious reference. This is not in the STe Tianslator substituted a real song with a made-

up song.

- Waiter: Another round of hot cocoa, on Pumbaa
Aalagbag clua o SIS g9 glas I35 paa b St Ggma

Here,on Pumbaaneans that the order will be paid by Pumbaa. Itneadered assle
TN PP P (meaning on Pumbaa’s tab). It is used by waiteroifee shops. This is a
cultural reference that can be found only in Egypiey usually say this expression to mean not
only to be the one who pays, but it means the atslelf should be very good as it was done
specially for the person who ordered. Here a comatime translation is used, with the
addition ofal,
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- Kusco Quint: Glorifications, you know what that means? That means all of that gold is
rightfully yours, in fact, kusco suggests you marchight in there and steal the hog's gold.
Ay QA o 3y dlauaty o o ABdal)cul) oy 418 13 canal) A3) olina $44f olina Uigild 13 i s (3dlaal) Ja )

Ja e Al caa

Here,march(which means to walk quickly and in a determinead/woften because one
is angry) is rendered intel~xt (a slang word meaning to use deceptive meansciadige
phony or candid words of praise or go somewheralglyeto achieve one's ulterior motives).
So while the ST indicates the use of direct mearachieve a purpose, the TT urges the use of
deceptive ones.

Also, the change froduscoto 5SS is meant to add humor singes is supposed to be

the sound made by roosters in Arabic. So the iristerey is done for a purpose.

- Kusco Quint: Don't worry about that, 1, Kusco Quint, will help you, there's nothing |
hate more than seeing a helpless dweeb get takem fochump.

S gy Ad) g 985S (Galualy) (Bl Al (blace gSaeluald i oS oS58 U cap Cileaila ¥ (Sland) Ja )
Maigh JSliy sas ey

Here,get taken for a chumfmeaning you have been treated as a foolish prdstu
person) is rendered s 5l St (a very well-known expression in Egypt used to médea
person who is easily cheated). The ST and the V& tiee nearly the same meaning, but are

expressed differently.

- Pumbaa: Bravo, bravqg yey, Timon, oh, oh, oh, that's a show.
Bl i) 13 138 gat b R J s L dg L

Here, the borrowed woratavois used to show pleasure and admiration when soeneo
has done something well. The Egyptian translatioh Js is also a borrowed expression. It is a
transliteration of the English word "well" repeatedce: "well! O, well'" The translator could
have transliterated the wobtlavoinstead (as it is also used in Arabic), but sémae up with

another transliteration which is not found in the S
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- Kusco Quint: Kusco was spotted, we'll have to splup, take this, we'll meet later, wear a
red carnation and knock three times and recite bably babblo, got it?
Gluila Loz el AL 8 gecilhad G bl g A B jan Gl plry qund o M) e o868 1 (@laad) Ja

f riiagd 3 as

Here, the Englisbabbly babblds translated int@s: (ivls W 7 e 4. Arab children
may not understand whiaably babloas, that's why the translator opted for an Aradmog just
to avoid transliterating the English ST. As forJisls L = e 4l jt means that “yesterday |
could not sleep,” which also sounds funny. The humae aspect is kept in the Arabic by means
of the first line of the song. This is also takeonfi a popular song sung by the Egyptian singer
Sayyed Makkawi. It says:
par sl hand Ul % o g Gaila Lo el ALY
padl palad S e ¥R &) gy e i Le U8
This indeed requires knowledge of local pop cultarel it is unlikely that children would
understand the allusion.

-Timon: Fooled me

Here,Fooled memeans tricked me or cheated me. The Egyptianlatms b 3
means also fooled or tricked me, but it is verpinial. There are many Egyptian words similar
in meaning tQsikb 3 like -3 and«le ¢aa All of the foregoing words have approximately the

same meaning. They sound humorous as well. ek 3 is more humorous in Arabic.

- Pumbaa: Made vou look like a complete buffoon

o) A AREAE Oy L g

In this example aomplete buffoorefers to a person who does silly things, usually
make other people laugh. The Egyptian translatibg® l:a8a <ud means to let someone
control you as if you were a toy in their handsisl8eems to be a mistranslation. While the ST

is descriptive, the TT is meant to be sarcastic.
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- Timon: Alright, let's not get bogged down on thigpoint. Pumbaa, the important thing is

that we get you your gold back.
Sy dllaa i U gais agal) ol ol 83 (I AUS ;¢ g

In this examplelet's not get bogged down on this pomgans to become so involved in
something that you cannot do anything else. AsHferEgyptian translatiopsas <uli a8 (i3
(that is, do not repeat things over and over aghout an issue) serves the meaning but not
directly. Children of certain age may have diffices in understating such Egyptian idioms or
expressions owing to their sophistication, and nbech to be explained. The scene itself can

sometimes help children to get the message.

- Timon: Pumbaa, | didn't trek all the way to Saskdchewan to end up with_an empty
stomach
ald Slitl) g aa ) e g2 Alal) B il JS Giiatha La Ul ;¢ gass

Here,an empty stomacfmeaning hungry) is rendered as:té <lill 5 (literally means the
tank is empty, which means hungry as well). Theesgion in the Egyptian dialect is funny as
they describe the stomach as a tank that is enmgtglaould be filled.

- Timon: We couldn't help noticing you are quite the accomplished flyey your landings

could use little work , but regardless, would you fease fly up to the tippety top of these
dangerously high trees

Allab (e San a3 Vg Gl il g anaa caal) sl plall b Ay g f il Ulis Y gcljlan S Ul : (198
(2 Allad) B ) (58 (5 ki

Here,we couldn't help noticing you are quite the accosh@d flyerwas rendered into
Okl 845 bl LilaY o U s (ile L) The Egyptian translation has added a sentencehvigi
not in the ST, which is_les e Us) (an Egyptian expression meaning we have exerted al
efforts to figure out something, but failed). As ¥@,,) (meaning someone who is experienced

or a very skilled female.) A slang rendering isduf® the formal word which iaccomplished

- Timon: | am calm, it's the squirrel here who's béng irrational .
Ada B gt AN Ba Gladad) (gl Ul o gasi
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Here,being irrationalis a straightforward expression which indicatesusing reason
or clear thinking. The Egyptian idiof-< & (¢l is used to indicate that someone's brain has
been affected negatively, since it literally means's brain is scratched, indicating irrational
behavior. Also, the Egyptian rendering is humorausgreas the ST has very little to do with

humor.

- Pumbaa: But Timon, together, they'll live happilyever after.

by el b (lany g | gadiad J 93 Gsai b g T La gy

Here,live happily ever afters an expression that appears at the end of aylsipgy
about love and/or marriage. The Egyptian trangtatises a dynamic equivalent, which also
appears at the end of similar types of storess <L indicates to live a happy and stable life

with the required means to be constantly happy.

- Pumbaa: | think I'm just too hungry to remember.
e ol gl thgta b

Here,I'm just too hungry to remembir self-explanatory, whereas the Egyptian!
> is an elaborate and metaphorical expressioa.used to indicate that one's brain is wiped
clean, indicating the inability to think or execuatey brain function. This is a clear case of

domestication.

- Ralph: You muscle-head, you less than worthleskihg, hey, Eddie, don't forget who's

starving here huh?
9ol Ui (o AN (e gl & gl i) Liedbiay (i) gl La Cul fra (ASAIS La ;)

Here,you less than worthless thimgeans you are not important at all. The Egyptiaih
ila, il su5 L (literally meaning your value is less than an ais a commonly used idiom.

Many other Arab countries know it as well. The slator opted for domestication here, too.

- Timon: Impressive how | figured that out, huh?
L gaa gl 1 JS b e g ad Mg Ul gad
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Here,impressivds an adjective that Timon uses to praise hinfselbeing smart. The
Egyptian rendering.» 2 s bl (meaning | am a very skilled and smart one) isgthat is used

only in Egypt. The ST is formal, not slang as tie T

- Timon: Now that, Pumbaa, is what | call fast food hahaha.
ARlale 4 2B g AAY Gl Jas e gy b dile 1 (gad

Here,is what | call fast foods rendered tes &8 s 4.2Y Clic Joc 0 (Meaning a person
who plans to hurt others, and will get hurt himselhe Egyptian translation is totally different
from the ST. It seems that the translator optediflating a moral lesson that is not in the ST.

There is a clear case of cultural transplantation.

- Ape: And | like them, Brainstorm. How about | take the babiedor a long walk, just me
and them? We'll get to know each other better?
Sl saily clie 4 0d agaiid) J 90 aladl) caad) o il ) Aglcaging Uiy : 38

Here,babiesis rendered agLké(slang word meaning small and cute). This is
domestication, as many people in Egypt-kgéd when they see lovely babies; it is kind of a

flirtatious word.

- Pumbaa: Timon, | don't like the looks of this
S o eady A Ui gadi 0 L

Here,l don't like the looks of thisieans that Timon was suspicious about something. |
Egypt to express this feeling one says & «=lu 4l (literally meaning that there is a rat
playing about in my chest). This is used to indidaat one is being suspicious about something

or there is something fishy). There is a clear cds®iltural transplantation.

- Timon: Uh, finally, some peace and quiet withouthat chatterbox underfoot, ah.
Elegrly Bb (13 25 La i (e AL Aal g 5930 4gb Ly | pdloo] © (9

Here,chatterboxmeans a person who talks a lot. This is rendertedtihe Egyptian

dialect as=~_ 3% 0 » (meaning a person who nags me by keeping talkiogtsthe same thing
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over and over, and not a person who talks a Idt. Wordc_»: is not only used in Egypt, but in
many Arab countries, too.

- Alligator: Mommy, how come uncle Timon_doesn't sg Grace? How come he just starts

eating without saying thanks?
S ISV dry a9 JSY) 0 Uy (S La (g o Al Laka g liaal

Here, the wordsraceis used to mean a prayer said by Christians befoneal to thank
God for the food. In the Egyptian translation, theaning changed to thanking. (meaning

our God/Lord) to sound more appealing to the Musiimd Arab audience.

- Pumbaa: Uh, Timon,_l didn't put a fork on the table for no reason you're setting a bad

example.
ALl diun B ga8 LA (A8l (e 53 Bkl o ) AS gl ¢ gasi can) pal 1 Ly

Here,| didn't put a fork on the table for no reasisirendered intéile (s 2 (Egyptian
slang having a similar implication to that of thE)SThe TT has an element of sarcasm. The ST
is formal and the element of sarcasm might be faonte tone, not the words.

-Pumbaa: He's brushing his little teeth and flossig too
OS¢ guuall g A ANl Allin Ciualy dlal Y ; Luage

Here there is a religious and cultural referemceRlossingis when a type of dental
thread is used to clean between the teeth. Theiduslessl s« (a twig taken from a tree used
as a toothbrush and has very nice fragrance)alssa way used to clean the teeth, which was
recommended by Messenger of Allah, Muhammad PBW= is very well-known. It has a
religious/Islamic connotation, too. The culturartsplantation is very obvious.

This cartoon may appeal to the young generatianisifamiliar with Egyptian
colloquial more than children, though the cartamainly meant for children of different ages.
The dubbed version has nothing in common whendbimpared with the English version
except the main frame of the story. It is asihon and Pumbae an Egyptian-made cartoon,

not a Disney cartoon brought from the west. We tsaen many examples that have been
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totally changed, and it seems that the translattovied cultural transplantation norm to serve

the TT’s purposes.
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5. CONCLUSIONS

Having examined the Egyptian version of Themon & Pumbaacartoon, the following

may be concluded:

Many sentences and phrases are translated iotoadic expressions specific to the
Egyptian dialect, to the extent that sometimegrteslator used neologisms whose meanings
might not be grasped by children. In addition, ¢hisrsome manipulation of words in order to
add a more humorous sense to the TL. Some idioinnases and expressions could only be

understood with the help of seeing the scenessotaitoon.

Songs are being translated in an inaccurate wag fdcus is mainly on creating a
rhyming song in the TL without much considerationfaithfulness to the ST. Sometimes
songs are even left without translation creatimigfferent experience for the viewer and
accentuating the foreignness of the cartoon whierést of it is obviously too Egyptian to

warrant leaving the song untranslated.

The dubbed version tends to have much more humaorthe original version. Also,
Arabic Timonis played by a famous Egyptian actor, Muhammadidiyy who is a comedian
that assists in the anticipation of humor. The 3 manipulated and deviated from to create the

new humorous effect, and in many places, a diftestry line.

Children may get the meaning from the contextemfthe picture they are watching,
but not necessarily from the translation itselfd&d to this is the fact that the Arabic version
does not seem to be aimed at entertaining childn&nowing to the level of the language used
in the dubbing.

Names of characters and places are translitenaeadlfing in a different impact on the
target audience who are probably torn betweendareounding names and too much

involvement in the Egyptian dialect and culturevaifested in the dubbing.

Cultural and religious references are manipul&ezlit the TL audience, such as the
use oféxeall, anded) swdll,
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Cultural transplantation seems to be the norrhéndubbing offimon & Pumbaa
Although the dubbed version may be fine for an Eigypaudience, it may alienate other Arab
viewers and children, too. The main lines of theesdures offimon & Pumbaafor the most
part, may be the same in both the English and Aredxisions. However, the details are
definitely different. The viewers of the EnglishdaArabic versions come out with totally

different experiences that even Eugene Nida wanltidifficult to accommodate.

Little analysis has been done in the Arab worghrding dubbing cartoons into the
Egyptian dialect, let alone other dialects. Morgegerch in this area, as well as transliteration of
names, is required so that better in-depth undsistg of dubbed cartoons may be acquired
and developed.
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Appendix: Timoon & Pumbadpisodes Script

Intro song (Hakuna Matata)

Bl U Sla die ] raeaial)

Timon: Hakuna Matata, what a wonderful phrase,
D000 L daSaclilile L sSLa () 5

Pumbaa: Hakuna Matata, ain't no passing craze.
(L) D U ol e lellle U Sl oL s

Timon: It means no worries, for the rest of youysla
S JS 40l Jiiaall 5 colass) 1) g

Together: It's our problem free, philosophy, HakMetata, Hakuna Matata, Timon and

Pumbaa, Hakuna Matata.

Lilile L sSla clua 5a 5 () s el U 5Sla ¢ilila U sSla ¢ audille 3 peall ) sn (138) 138 tLua a5 () sasi Ly sas
Timon: It means no worries, for the rest of youysia

S S 43l Jiiall s ol (i) D A umlal ol 10508

Together: It's our problem free, philosophy, Hakieatata, Timon and Pumbaa.

Lo 5t 5 (0 sadielilile U sSUa cgadille 5l 150 (138) 138 1Laa st ¢y Ly s

Pumbaa: Hakuna Matata, we sure do have it eashinedn?
$osa8 b g ¢ Adalusy A Lgindie Lial ¢ Ulile LSl claa sy

Timon: That's right, no worries, no responsibiitiand not a cloud in the sky. Hey, we're not

going to let a little rain spoil our day, are we?
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GiSaia 4 e 4 od (e 4 Jsl clendl (8 o st (liley ¢ g5 Gaile ¢ (318 (e ¢« graa ST () s
fai) V5 lin e

Pumbaa: Nope.

ks (L g

Timon: Here, hold, oh my Gosh (God) Pumbaa, Pumbaa!
L saclaasae i Ly cclisalead 1) sass

Pumbaa: Eh, what's a Pumbaa?

e g 4ol (n TLa o

Timon: What's a Pumbaa! Why, you are a Pumbaa, Rah®h, it was that lightning bolt, it

must have scrambled up your remember circuitry @btus something awful!

Oitsy Lag snﬂuu\‘)}g&wﬂ(z‘)&éd Az lall (‘)...\SU) Muw\a&\ﬁ\ Lie g9 cLaa gy Ci) | @}u\ e by sand
IRIRIERIg

Pumbaa: What lightning bolt?
fAicba 4l i s

Timon: See! But fear not, pal of mine, I'll helpwytemember your memory. Here's what you

need to know: | am the handsome, smart meerkat chéanmon."

"0 saii" 4 5Y) @luil) dlialia Ul 43) 48 23 4 5Y ) cellic @llan jla 5 elae bl ol b Ul ealas o gl G 1908 00 gt
Pumbaa: Remon?

O sal b s

Timon: No, no, Timon, and you're Pumbaa. Togethetravel around, getting in all sorts of

adventures, like the time we were...

Ui 5 138 U jale Lo g 30l yabiall ) JS Lgad sy Jamiy (OU5Y1) il Ui 5 Lo g3 Cif ey sticY ¢ Y 1) gt
la sl
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(Boara Boaraj' s s )

Timon: Hey, jingle bells, jingle bells, jingle dle way,
Al (33 B8 Ol 2 33 Gl A B3 ¢ 1(FR) Osadi
Pumbaa: Oh what fun it is to ride?

T oels anll 7 il i (S Yl s

Timon: In a one-horse open sleigh, hey!

Aa 8 (el Loall (53) 5 1( i) O sas

Pumbaa: Hey Timon, look at the size of this snakel
agl ol (53 =l Dl 53 s (5asi b tLaa s

Timon: A wiki-waki weekend, that's what's in stéoe we, a wiki-waki weekend.
3130 JAT g sanleadd (aned e 3 lal ¢ saul Lidie s 1) sasi
Pumbaa: Cuz (because) we're not gonna ski.

Ay Glinity Bl 1 () e 52

Timon: That's right Pumbaa, instead of hitting skapes; we'll hit this beach. Here, put on this

sarong.
62485 e dlin il e Caxlin ¢ (3la 55 Le oy Uin] ¢ Loy Ldala e ol 1) pa
Pumbaa: What sarong?

4018 je 1l

Timon: Nothing, what's a wrong with you! [Laughtei] the classics never die! [Laughter]
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DM (5 L () 1851 (5 (e 10508

Pumbaa: This is the life, Timon, ah, fresh oceanlash vegetableation, and not a soul to be
seen for miles around.

Uiy 5 Visle: (S G35k il scha 38 3o 5 il e sinio Jamall |58 ¢ 5o Ly 3lsal (5 U Lsass

Timon: Our own unspoiled tropical island paradisgtainted by the outside world, yes sir, when
it comes to a day at the beach we do things righttaa, right Pumbaa? Pumbaa? Pumbaa?

Pumbaa? Pumbaa?

ole (Gitaia) Lailaia Lol Jom s Ll 1ol 1S 08 (Lei3Y) Lo sh 5l Lo ian La i (g0 il i) LSy a2 s
L saelae 53 La 5o Lia o Lo 52 Flae 5 b e $lae 50 Ly e A0l

A new character that kidnapped Pumbaa: Hungala &8angou goofs!
Loplatia ¢55) 10 s Lia g0 48 oy all (AT dpad s

Pumbaa: Does this mean I'm no longer the main e@urs

fuada s8] 58 olina 13 tLia s

Timon: Take courage, Pumbaa old pal. I, Timon, yfearless friend will find and rescue you.

You've got to be brave, you've got to be strongy'ye got to be...kidding, hello Pumbaa!

sl deladll e 858 ) o( i ) e Giid e I a5 Ul ¢ Luall G5 L La s b @35 1 sass

Pumbaa: Timon, thank goodness you're here.

Lia eli) o daall () 505 1haa s

Timon: Aha.

Wl 1 sasi

Pumbaa: | tried to get them to let go, they waiwp svaiting on me hand and foot!

aelinn s agaly ety Cpllie ¢ ol (a9 Aeleal) AT Jglals i€ il
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Timon: Eh, will this nightmare never end? Pureuret | can see, why, look! You're almost out

of tartar sauce, seems | got here just in the oi¢kne.

& el GG il Bl caaclle e b 1w gaia o3l 5 b usatacdiled (slle 13 G sl SU 158 co ) ) sas
s S 3 JSY) JS ae 8 Al e S

Pumbaa: Say, you're not sore, are you?
NS i (Sl § A g et lua s

Timon: Sore? [Laughter] why should | be sore? Yolythad me worried sick, | thought you

were bacon, instead | find you living high on tleghnow, take off that silly chapeau.

e (Dl 8 acld el slade y s @l S8 S UGBl e e il dal pean 4d de se (lauzm) oMe 310 sas
63 Mansal) A ) o ¢ ya)

Another character: Capture him!

5 5Sunal Ylai g3 Yl o (5 Al dpad

Timon: Now what?

Sail A 1) s

Pumbaa: | think you've displeased them.
logile 5 gt e sy

Timon: [Laughter] displeased them? Pumbaa, Punfaapaa, au contraire (on the contrary).
You are way off, can you not see what is happeharg? Because of my leadership qualities
and vast intellect they decided to make me a kastead of you, and of course | will go along
with it, and do you know why?

Al 5o S G 1L Llas diany 5 5 (A il e Caife (uSally L 5 Ls 3 Ls 3 Lagile ¢(aaa) 1) sass

fa) Cajle ¢ 38 ) jlacaa anka Ul g6 @llly agile aSla i slac e S IS5 (2183)

Pumbaa: Why?
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Timon: Because | will do anything to help my beat Pumbaa.
Lo g3 (5 ee (atea (B0) 355 dala (gl Jama Ul lile 1) st
Pumbaa: You are a true friend, Timon.

O3 b Gilian L B &l 1l s

Timon: Ah, | try.

Jslas ¢ W o) g

Another character: Hungla bungala, to the mountain.
Jdaall ¢ Ylad o Vi s 1o yal dpads

Pumbaa: Say, where are they taking you?

¢ o o elind) g L & b g

Timon: Probably off to some sort of coronation anpake breakfast. Don't worry, | shall return.
Now, as your royal person and leader and CEO asid lgaod old-fashioned emperor, | have but
a few simple demands. First, | would like peace laatinony amongst all the tribes of the island.
Yeah that's good! And second, I'd like a milliorldis, or pearls or clams or bugalas. Actually,
why not give me the million clams first, and wet the peace and harmony second?? That
works out well. And third, | want a full-body furidshing every morning with a nice stiff-
bristled brush. Oh, you know, now I think of itygime the clams and the fur brushing first and
second because these are easy ones. Third, wiiegieace harmony amongst the tribes stuff.
So let’s review, shall we? Get a pencil. First vaeéathe million clams, then the morning fur
brushing, the lifetime supply of grubs, the soladdgKayak, the drum lessons, the bamboo hut
with whirlpool bath...and what was that last thingf?, Oremember now, that peace and
harmony malarkey. Ah, okay, forget about the whidjpbath, what are you doing, stop! I've got
lavaphobia, my skin's very sensitive to molten rd&i! Please, you can't throw me in there, ah!

I'll do anything, anything, anything! Here is yagnub, | hope you choke. Oh, | mean I'm Timon
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and I'll be your waiter. Here is your royal nournggnt oh mighty all-powerful Pumbaa. How

degrading. | got you some extra mud for your bath.

el ) aSan sl caad ) S QR e ¢ puaaill Gl (e (Ssle jUad g yhady g B Ui 390 58 Laaka 1) 5aS
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Pumbaa: Wow, you shouldn't have, thanks Timon. réadbing a really great job, servant boy

(sorry about this, Timon).
(Osaf bl 1 (mdiie Cgamy ) Cil alad Ly allg by A2y Jaidil il 1 10 a8 by 1 Sueclod (ani La ¢ olytlaa 5o

Timon: You are too kind, oh supreme royal big cire=ss. And | don't know how long | can

keep this up. We gotta get outta here!

13 elale Jumin el 2l 1 mbiia Cpea) cdlindd b (dlikic) dliaje b lia b ¢ el 8 W) U6 clags ¥ i) gas

(L e e a Y
Pumbaa: We can't leave yet.
A5 (e e G0 Le Tl g

Timon: Why not?
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Pumbaa: You have not done my other hoof!

f Al sl (a5 Le il s

Another character: Hongala bongala...big problem.

5 mS AWl 50 Yla oo ¢ b€ A aacYlad g Yisisa 1o Al dpadd

Timon: What's up with shorty?

de 1 Al () gas

Another character: Hongala bongala, restore fire.

Sl & e a0 Vs g 15 Al dpads

Pumbaa: Timon, | think he wants me to make fire.

D el e 13 o sasi lase

Timon: Don't look at me, you're the one wearing tha the king of the jungle" hat.
oalla o e Gile Ul clia aSWa) ) Gulia i Lo () sati

Pumbaa: Well, | guess it can't hurt to give itya tdid it, | did it, I did it!
Leiad s Ulelgtial selgtinl s e gla ) pom (dle Mg sLia sy

Timon: You did it, all right.

Igirae LedaSi Cun 1) e

Another character: Hongala bongalamposter.

CliaicVlas g Vs gar s Al dpadls

Pumbaa: We're in trouble.

Anaqll 953\,3 {EPPY]
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Another character: Hongala bongala, get them!

b oS Wl gn Vs sa g AT dpad s

Timon: Step on it!

oald 1y sasi

Pumbaa: It is a dead end. What are we going to do?
90 sasi b Al Jamia s s (33 5kl 2la s

Timon: There's only one thing to do: Sambaaaaaaa!
Lasscanl g da e et il 1) sass

Another character: Hongala bongala, you goofs,krmw, I've had it up to here with getting hit
with that thing. Yeah, these "be a native" weekearésnot fun anymore. Let's get back to the

university.

Ot e J g0 delanl) iy b5 Un e lidly o puall (pe a3 ledsh NG Yia g1 Yisi sat (s Al dumd s

Another character: Hongalaaa bongalaa, come baghfiglaaa bongalaaaaa, we'll lose our

deposit!

AN i Vlad g Wlad RN g ) Wla 53 Vs s Alilas (5 jal dpads
Pumbaa: Timon, | think we gave them the slip.

Al 4 puall aalinal ¢ sas 2Laa

Timon: Looks that way. Let’s get back to the bebhefore the whole day is wasted. Ah,

developers, oy.

Duall e e b cadll e S S50 1 sell Uaa I L) UL 93] Jlalz ) e
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Pumbaa: | don't remember going any place with Ramon!
0 sal L Lin ol lae cin ) ) SU (e U 1l s

Timon: Timon. And look, we've been everywhere: frblistering deserts to sweltering tropical

jungles to the freezing cold Arctic north.
Seaiall el el 250 i) SR aal sl (5 paall cpacuiall il Loy g6y sadi 30y s
Pumbaa: Hey, that one seems familiar.

Ble e 13 IS0 cap oy

(Yukon Con)(csS oS dla )

Pumbaa: (Singing) Dig, dig, dig the hole, rightéher the ground. Looking for gold, looking for

gold, looking all around.
0ad 3 5 b e sl s canall il Cantll dmge a1 (i adlae janl jeal jaad jaal (i Yo s

Timon: Oh, three-masted topsail clipper ship, y¢dhake one of those. No, two. Two three-
masted topsail clipper ships, one red and one bhe encrusted with diamonds, rubies and
emeralds. Yeah, you know Pumbaa, the way | gajuiréd, once you strike gold, I'll be set for

life. This gold mine idea could turn out to be alrgold mine.

| yax 2l g L_SJ\}W? Aol i OS]y O Q#\cd#\c‘yc'éhb &J}iucgg‘)\ﬂ el pdh oS e u)ﬁc@:\s L 10 gat
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Pumbaa: Timon, didn't you say we'd split everytHiftg-fifty?
i 0 Leandi Lalali dala IS (hee O 5as e s
Timon: And your point is?

T LAY e il 1 pa
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Pumbaa: Well, I'm doing all the work and you'ret jygng around. Now that doesn't seem fifty-

fifty to me.
$oalall g i i 28 g uadl g aild Slinli s dala IS Jee by Ul Jual 1L s

Timon: Yeah? And what would seem fifty-fifty? Pepisaf | picked up a shovel and did half of
the digging? Would that seem fifty-fifty to you?

fion ity i 8 olale e 158 10 Gy lall Jatidl 5 ol a1 (S ske ¢ ik S8 el 1) sadi
Pumbaa: Hmm, yeah, that would.

dqﬂ\ Jac o DA}J

Timon: Well, if that's how you want it to be, fin€his will be the dividing line. You dig there,
and I'll dig here. Anything you find, you keep. Athyng | find, | keep. Fair and square, fifty-
fifty, right?

s 48N W e saie jiad Ul g dlaie jiad Euilomals Uy Jaaldll Jadll ol g cad ) L lay p 12 alae o odla 1) gasi
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Pumbaa: | guess.

e (e s

Timon: Good. You remember that, and when I’'m Mr.ndgbags and you're shivering in the

cold, don't come begging me for a hot cocoa witlelmarshmallows on the top.

Gl A JSIS e 2ai o @l gea pall (e ST oo g i gale (A Ll gla b La SS8) 8 G edian 10 gasl
Sl

Pumbaa: Hey, Timon, look! A gold nugget! I'm riddhdy, and it's a great big heavy one, too.
Say, what did you find, Timon? Hakuna Matata, albaap! And it's so shiny and pretty and

splendid and round. Ooh, Timon you sure are lucky.

L sSa €y gat Ly 4l gl Cif e a9 LS 5 AL GlaS (50 e e Cuaeind LESe an g b G Ja s
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Timon: Will you stay on your side of that line?

Ll (e La g GlilSa 8 LA (e 1) sas

A giant man: Wonderific [laughter]! Soon that geWll be mine.
Sl Ana 13 cwall ¢ gl e e 3ee da

Singing-group: For he's a jolly good wart-hog, liefs a jolly good wart-hog, for he's a jolly

good wart-hog, which nobody can deny, hey!

apddle A anl Call sl je oS glalle (adbi)adlie (idle pabcallan 45 Dla | 0335 A sane
Someone: Pumbaa, what a guy!

Waiter: Another round of hot cocoa on Pumbaa.

asdlay by Clas e S8 50 gleS 5 cpan b oDl gm0

A girl: Hey, Mr. Moneybags, why the long snout? Ymust be worth your weight in gold. Cheer
up.

Jran L ) sall dlgi 5 5 Jgea¥le 2gitiy) 4l Sl gl L e salid

Pumbaa: | know, it's just I...I really miss Timon.

) a5 O sadicdal puay Ga Cile Ul il

Girl: What's a Timon?

90y sati 4l adbageo o aladl)

Pumbaa: He's a meerkat, he's my bestest best,faaddce’'s standing right outside.
1l g ) Aingiac all Cuin 5 (5 00 Bara () sati (e s

Timon: Look at them all, smug and warm. Expectsoneome begging for a crummy cup of
cocoa, with the little marshmallows on the top. Melon't. I've got my pride. I'd rather freeze.

Some bestest best friend he is.
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Il gialias (s 0 ava Jle sl oeli = 5 cuy ol s il S ¢ gual Ll
Giant man: Worstest worst friend is more like it.

Gaball il 5 Gaana T gl ol iy € S S

Timon: Who are you?

pISTRRG PPN

Giant man: Exaltation, you've never heard of KuQcint? The fastest, strongest, smartest
prospector south of Beaufort Sea?

feaaall e Gl b yd (asel)akiel s g pul iy S S8 e iiand Lo Cul ¢ lal jial ae 1y S S S
Timon: Sure | havel
S a Y O sas

Giant man: I, Kusco, saw what happened betweerapdithe hog. Kusco hates to tell you this,

but you've been snowed - half of that pig's goldgktfully yours!

o ol ol s pumtlanela Lo gy oot o] Gl iy o s oS oS sSagil s oS8 ey oL e oS S Ul 1y € S
Sleliy) iy la 3l

Timon: Yeah, | was the one who told him where @idithe first place.
L ga aiall (& jiag alils ) Gl gol: ) e

Kusco Quint: Glorifications, you know what that me@ That means all of that gold is rightfully

yours. In fact, Kusco suggests you march righhere¢ and steal that hog's gold.

A (9 yulig L.\‘xw\""" e_}‘)( Slaiaing S S Mﬁ;ﬁ\cw\ Sle iy 41K |y caaall 43| oliza ?4731 oliza L@-ﬂlﬁ 1o (o paiicaiy o oS S
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Timon: Are you suggesting | steal that hog's gold?

¢ Al A A8 Hu e i jaty Cuil: ) sad
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Kusco Quint: Utterly.

pld (i S S S

Timon: But he's my bestest best friend!
Rl (5 pee (a3l a1 el

Kusco Quint: Don't worry about that. I, Kusco Quitll help you. There's nothing | hate more
than seeing a helpless dweeb get taken for a chumpf course | meant to say, "nice guy like

you." Now here's what | want you to do [whispering]

ISy 1S ey 5 Jine Capdy a) e 5SS Gl Aala (e sSaclula iy € S S U can (ilaaile Y iy S S S
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Another person: Ladies and gentlemen and Mr. MoaggtWart-hog, the Yukon Dance Hall is
proud to present Tim'n — uh, Timon!

o glel SU sl 3 WL L s ¢l ol y Al ol Slaww 1 AT el
e saS madll a3 pd ) WL b e Lea peaac caall gl ) ol Sl 1 Al (ads

(19999955 5a8
Pumbaa: Timon!

Timon: Thank you, madams and messieurs. Mein damhdairies, tonight you're in for a real
treat: the one and only, ME! You will be thrilleminazed, dazzled and razzled, stupefied,

awestruck and titillated, delighted and electrifiat!

Cagms (Ul € O 5aii ) senndl 530 sediall o plaall e pSae ga (s ¢ aly JSTy i g JSTg s JSVI S5 | S5 10 sads
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Pumbaa: That's my buddy up there!
o058 L (5 yee Graatlia s
Kusco Quint: You must be proud.

an 58 Cuf Akl ey S S S
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Timon: To ensure that you don't miss even the feshginiest smallest little morsel of
entertainment, we ask that you keep your stinkiesen the stage. Thank you, I'm spent. If

you're driving don't forget your car. Bye!

el (i yall | Sz pusall i 8 Ko f ) 5 i cailus a8l yraal 5 Chnal 5§ B 2S5 58 W1 anal Glile 5 20 sass

Sl oSSl e 1538 cpay pe EiS ) )
Pumbaa: Bravo, bravo, yeah, Timon, ooh, that'soavsh
ol il ) e sati b daeds b s (s

Kusco Quint: Kusco was spotted, we'll have to spiit Take this, we'll meet later. Wear a red

carnation and knock three times and recite babélbplwo, got it?

Gl Lo bl A e g ectildaid ol Jand e 8 8 jea Gaallepany Cand a3 el e 5SS 1 S S S

T stlagen 53
Timon: Got it. Hey, wait, where do we meet? Ah, Pawal
SRR IST: FRLE Lt kNPT JPEAT BN

Pumbaa: That was a beautiful song, Timon, shoegswilled with compassion and what's in
the bag?

??Mj @édw\‘&\f Lghumcujaﬁgdj\ e}hrﬁ.}.\n\ ilS tba g
Timon: Nothing. | didn't steal your gold, if thatdat you're thinking.
1S S8 Cue g el canall (i La Ul s ¢ hlgaila 1) sas

Pumbaa: Timon, why would I think that? | know yeuny bestest best friend in the whole wide

world and you'd never...
S Vs 5 Jintsay (s (B Ganea (0l) ikl gl G la 1S 3 ST J ghaa (g sas e s

Timon: Shut up, oh, but | did, Pumbaa, | did stemalr gold, | was blinded by jealousy and |
wanted to be Mr. Moneybags with the hot cocoasthadittle marshmallows. Take it, please,

take every cent. You found it, it's yours. Ah, ga ever forgive me?
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Pumbaa: Timon, there's nothing in here!
oalla dala iled La (50 (g sadi b s

Timon: What? Why that low-down, no-good Kusco Quint
o S oS Secbiaill Guwadll Ledae Tazi 1) gari
Pumbaa: Kusco who?

fail S by

Timon: Kusco Quint.

G S S S 0 s

Pumbaa: Gesundheit!

6 e 1l sy

Timon: No, a prospector, he tricked me!
b alle Cliai 1y Y sas

Pumbaa: Conned you!

felle dlaa s

Timon: Fooled me!

(b B 1) 5ass

Pumbaa: Played you for a sap!

das ) A L 5

Timon: Exactly!
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Lo 310 1 gas
Pumbaa: Made you look like a complete buffoon!
o) (A A3dal il Tl g

Timon: Alright, let’s not get bogged down on thigimt, Pumbaa. The important thing is that we

get you your gold back.

clias cllea 5 L) (aic agall |oanl s Cali 2285 (GBS 1) gass
Pumbaa: You mean our gold.

Laad sl L s

Kusco Quint: Wear a red carnation [laughter], tlteswitcheroo gets them every time! Kusco,

my boy, you are duplicity personified!

Gl e Sl gl ) S S ¢ (o) U dy id 5l JLE g (o) jena i F jeal Gal) iy S S S
Timon: There, duplicity personified at 12 o'clo&o, Pumbaa, go! See Pumbaa go!
o) 5 Laa g ailiic o) 5 La s Ly ol 56 12 i) de Ll (L ) sedaw cue Sl sl sal 1) e

Kusco Quint: Quickness, Bono, expediency.

Ao puall 2% 50 sisn ble pudl 0%y i S S S

Pumbaa: Hold on tight, Timon, we're gonna do it!

adiania 3T () sat by ey 5 e s

Timon: No, Pumbaa, we can't!

A8 (e (pai b Y I sad

Pumbaa: We can, ah, maybe we can't. | think wehliost

£ 4 Mgiac yaia (e (Kay Fle 508 sy
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Timon: Pumbaa, | think we lost him.

g L Dlad Lia g clan 5 10 s

Kusco Quint: Absurdamundo. Kusco isn't lost, but goon will be, [laughter]...lost at sea.
ol G prping (o) | grpan A giifeaniay Lo b jae 5SS S sl 1y S S8
Pumbaa: Wait, we're moving....

Tl il L) el tlae s

Timon: It's an emotional time for all of us.

UK Ul 2l (s i 5 sl Lasha 2 s

Pumbaa: No, | mean we're moving moving!

Tl patine & iy La) the

Kusco Quint: Kusco says so long, suckers, donlttéeebad! [Laughter]
(clauzm) Cpilaia Ll 5 ¢ oDl J st oSS 10y S S S

Timon: It's all my fault, Pumbaa. Me and my bigdatedy head. | never expected to be set
adrift on a vast sheet of cold white stuff. Who wbexpect that? Not many, | suppose, maybe a

couple, but not many. But | digress....

s S O ¢l Sle Bl Al (e a3 i La (5 me e e it s s U s 13 JS 20y s
I DA ) (0 ) et Uledie diaay ¥ e ianse ligia

Pumbaa: Oh, Timon.
O sasic o g e g

Timon: | know a rusted old Caribou Cola bottle eéapt much, but it's all | have. Take it, please,

it's yours.
lelde JSa ‘éﬁjsqs‘g;m%;l\ds\aﬂ‘pﬁgwéib&)lﬂ,ﬁﬁ,gwsﬁ)&\wujquui (09l
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Pumbaa: You've really got a heart of gold, come hyou knucklehead meerkat.
oIS e il Ly Yl (o LB Slad Cif el 2Laa s

Timon: Oh Pumbaa, don't ever, never ever, letuhe dof material wealth come between us,

never, ever ever again.

Lave 5 pad (S Ll e sl e sl A any e U i gl (o slill ransi oo Lia s 10y sa
Another character: Pardon me, but did you saystlaaCaribou Cola bottle cap?
P8 55 1S 350 8 Une <l il 338050 V5 15 AT Apad

Timon: Yeah.

PP

Pumbaa: Sure is

a8 L 5

Another character: Hooray, hooray, 17 years I"entsearching for a Caribou Cola bottle cap! |
absolutely must have it for my collection, and mpigeno object. And now, who do | make the

check out to?

b 1oai b g ial de ganall addal o Y Ul 1andi 555 313 ) 38 Uae Ao )50 4au 17 Ml il 25,40 dpads
€ by lall) i

Timon: Me.
Ll 20y ga
Pumbaa: Me.
Ut s
Timon: Me.
Ll () e
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Pumbaa: No, me.
Ozl i) tla s
Timon: No, it's mine, | found the bottle cap!

Uaad) cll G2y s

Timon: Well

o 1) s

Pumbaa: Hmm, no, | guess it wasn't familiar afterd @on't remember any of that.
lals S he g eSle cu g (e (a4l ol Y aa tlase

Timon: How about him? Familiar?

€5 Sl (e Y 5 S 1ag 1) sas

Pumbaa: Nope. Never seen him in my life, no.

Ve hny 4365 e 5 e thass

Timon: Now, you've got to remember her!

Lo S8 o )Y (& (52 10 sad

(Saskatchewan Catcf)) s<slSulull & aall )

Timon: The Saskatchewan sky-high beetle, the &stigost gut-satisfying beetle in the

universe.
530 ka 5 50 3l s daada ¢ Dlall L35 s 4nis ¢ e Lol 1y 5a

Pumbaa: Careful Timon, to your left, no, no, yotlrew left. Ouch, that’s it, be careful.
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Timon: | hope Pumbaa appreciates what I'm goingudpn for our dinner.

Ulae Y lale aleny A 3 genall 538 Lia g 5 by 2y g

Pumbaa: Timon, | hope you know | appreciate whatngogoing through for our dinner.
Llae 8306 (lile alestl I3 geaall H38e A Copi ) b e s

Timon: Of course, of course. Hello there, I'd lij@ to meet my two good friends, salt and

pepper. Ouch!

ENeall 5 ) ¢ lana o Gl J a8l Maic 430 clan) by lclagda Lk 1) gass

Pumbaa: Timon, that was amazing.

Toiaae ool (sati by Al thaasy

Timon: What, my gymnastic ability?

1431 sleall S s daaear] () s

Pumbaa: No, that flying squirrel, did you see itai¥Mook, there comes another one.
ela G aal s (pars uldiabe il Claidl gaal Y il s

Timon: Where? Going down.

Sae Ledid 1 gas

Pumbaa: Oh, don't worry, Timon, I'll place a sbfhg here for you to land on.
Lo @85 lile 4 )k dala ellaa (508 by dlagy ¥ 5 1L s

Timon: Ah, but | want to wear the pink one, Mommy!

e b o Aals Gl 8 e 0 sasi

Pumbaa: Sorry.
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Timon: Next time, go for the king-size bed. Nowssside.

S n oo sledpd DS e e a8 al) () sari

Pumbaa: Oh Timon, are you sure you want to clirhthalway back up there?
U (o2 Adlall 5 jail) JS aldat aaime Euif oy gas gy

Timon: Pumbaa, | didn't trek all the way to Saskatean to end up with an empty stomach.
(ol il 5 o i lile 50 Adlad) 3 i) S iall La Ul 1) sas

Pumbaa: But, Timon...

Ot e s

Timon: Yes!

| sal 10 sass

Pumbaa: But you have fallen 16 times.

80 16l g i) e g

Timon: And your pointis...?

¢ AY) el 1) s

Pumbaa: You need someone to help.

felae by aa 7 line i) tlaa s

Timon: Like who?

$Ome 5 10sas

Squirrel: What is this?? Can't a girl get a breauad here?

Jsire Jiaclia Lgia y 025 (585 Le sasl) ada oo 4l ridlais
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Pumbaa: How about her?

flesd ol 4l Lo

Timon: Yeah, | need a flying Squirrel like a hotethe head.
Lilae (el o jile Uinfecilatia by el (5l 10 sar

Pumbaa: But Timon, don't you get it? She's a flybogirrel, that means she can fly, and she can

fly up there and get the beetles for us.
Lo (535 (it Uil 5 (3 68l ol (San g ity Al (52 catld (e ) (5083 by s laa

Timon: Stop with the chatter, I've got an idea. Nswe's a flying Squirrel, therefore she can fly
up there and get those beetles for us. | beg yautgm Ma'am, the name is Timon and this is my

pal Pumbaa.

Y selem (sanii (udlia Ul 5 (98]l (San g bty dlilaios (o0 14la 3,88 gie Ul clue s L 458 ol () gasd

Lia 2 (g ae (Bpdaa a5 () st ol Uil ala L3 J80 50
Pumbaa: My pleasure!

L 75 1Laa g0

Squirrel: Yeah, charmed!

Mal Al

Timon: we couldn't help noticing you are quite #meomplished flyer, your landings could use
little work, but regardless, would you please fpythe tippet tip-top of these dangerously high
trees and shake down a few hundred beetles foMas® starved

5l lliiad (e San e 3 Y 5 e lla s macan) pafe) lall B A f i) LY g U jlaa i Uia) 1) 5a
g sall e st e b lia) deale il il Lile s lale Ly Bess (50 Bllall 3 all 358

Pumbaa: Famished, even!

z 3V b bty 1l s
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Squirrel: And what's in it for me?
T4l s Ul 5 anae dlaiud)

Timon: [Laughter] You see Pumbaa, this is the poblvith folks today, everybody's always out
for something!

sl e Hham aal 5 U8 e gl (il ae AN (50 alelia g1 o Ly 0l 1) a3

Squirrel: Well, you want something, so do I! Thee@iusive thing I've desired for so long is
him. Ah.

o138 A ey (ya Lgad s Ul A 3 sl Aalall (S Ul g dals (5 sle 15350 o8 La sl
Pumbaa: Say, isn't that the guy that almost knogkeidout of the tree?
5ol (358 (el g L W1 gl 1 (e ey 58 b 4 J 8 L

Timon: Yeah, yeah, yeah, give him a medal. Alrigbtv, let me see if I've got this right,

cupcake. We snag dreamboy for you and you'll ssaa harrel full of beetles?

oo Llaad ) geclaie 44l G el ellias Ua) ¢ 8y (lam do b (e g e b (S8 0 (50 500520 L 158 | 53l 10y 505
oudlia (ke

Squirrel: That's the deal.

Laads) bl

Pumbaa: We're going to be matchmakers, isn't thismantic, Timon?
Osas b danila s Aala Ll dalala Jaitia jelanba s

Timon: I've got goosebumps. It's a deal, babycaked.now you go off and fix yourself up a

nice Squirrelly dinner, and we'll deliver Mr. Righight to the table. Give me some room, pal.
A ) Sl 1 g

Sl s e el Mat s 5 guall Ul jlma 5 g je ull a5y Dl gavias Ly LS (adIA 1) gadd

5 5 granich 3 5
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Pumbaa: Did you get him?

pER ORIV

Timon: Not yet!

Ll o sad

Pumbaa: Did you get him?

04idd) “Laa g Aillan L g

Timon: Not yet! Let’s go over it one more time.
Lo 5o L 40 8 pe J sl ULl o) 5as

Pumbaa: Have you considered the prevailing soutld &s well as the plank's position on the

fulcrum as it relates to our differing body weidghts
isal) dlava (550 Rauliall S IS & el 8 cudan ge 5080 i) 2Ll G olatl Gl ciles Ly

Timon: I'll make a note of it, Swinestein. Now jgst ready. There he is! Jump, Pumbaa, jump!

Hakunaa Matata!
L Loa o Ly e llin gale Sea pgalle il by (s lie ) (b Lethann 1y sa
Llila U Sl rlaa s

Pumbaa: Timon, it is sure is great that you're gamall this trouble just to get a couple of kids

to have dinner and maybe fall in love.

Ol ) G5 Gy a8 ) 52 50 (S s (lam ae | siindy (i (lulile elibany oy ¢ aabae b 0 gari b Dl by the
Jdall i

Timon: No no no, Pumbaa, the only reason | wargdhieo Squirrels to have dinner is so we

can have dinner.

Casdiclilie (yacai L) ¢ Laall Jle Ailile agaiay I d sl cundlebia s W Y Y 0 sas
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Pumbaa: | don't get it!

pald e ey

Timon: The sign says, "stop, Fresh nuts below."
Teas s ja (Saipec i J oih Adadll) o) sass

Pumbaa: So?

S i

Timon: So, our hairy little aviator up there redlds sign, comes down here to get the nuts and

wham, we nab him.
ASiad (a9 ¢ aill aAly olile Chat J i Adadll) |8 568 e AU 6l (g0 Adadlen  Smy (g sas

Pumbaa: And this way you won't smash your headaritee branch or get propelled miles and
miles away only to land in thorny bushes.

Lo il Jea¥ oy Ay e ()l (B el (S s e STy Jaar @) @dsia e 13 JSEIL 5 e s

Timon: Right, right. Here he comes, quick, hideluorobably could have done without the
electrified dome.

LoeShl @Bl e (e et Aadll (Sae S il Ao sy ¢ (gla sl Ao a5l 530l 10y 508

Pumbaa: Probably.

BYENMEYY

Male -Squirrel: Let me out of here, hey, somebadyme out of here in the name of good bread!
S () 2 s 5y Lt (n il lelia (g0 i salla ot i ey ilpind

Pumbaa: Now what are we going to do? How are wegg@ get him to the dinner?

Liall o saalia (5l Jed) Janian (y3a5ily G0 s

Timon: Just follow my cue. Hello sir, where are yfoam?
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Male —Squirrel: You are the person that was trymgatch me, n'est-ce pas?
IaS e 04 9 e S le <€ ) Eai) (hac e Il ol

Timon: Only so Pumbaa could let you know that...

O élridy 3y A s gll o 9 Laa 3 10 g

Pumbaa: ...it's your lucky day!

Gllaa a5 1a 1l s

Male —Squirrel: This is lucky, | am in a cage.

oadl) | sa Ul 1o e ¢ Jaad) 1o 1 sarcaland)

Timon: All part of the luckiness of the day. Yoleswve represent the Forest Restaurant
Association Affiliation Corporation and such, amoujve been awarded a free complimentary

and gratis dinner.

Male —Squirrel: Free dinner? I've never won anyghimmy life!
Sl Jsb dala s e 5 pee Ul G o5 € Slan Lie ilaind)

Timon: [Laughter] Now you have! Congratulationsdarow if you'll kindly follow Pumbaa,

he'll show you to your table.

il il ) g La o e Qo o S35 51 Bl (52 ¢ M) 1y sasi 555555555500 il s Joan sl glalala) 1) gai
Pumbaa: This way, you lucky winner.

(sl Yo shanal L Ll 5 2Laas

Male -Squirrel: Bonjour.
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Timon: Welcome, this evening we're serving nutsiots with a side of nuts, lightly covered

with a macadamia sauce.
i Liaie 5 aull (e Adusall @aud) 33y 5 (Jazd (Bailly (33 o oS sleniin allllcLid Tl 5al) cliss 1) s
Pumbaa: That's made of nuts.
4Bl e JSH il s
Male —Squirrel: Magnifique, oh my taste buds, theynble!
S b Culi iy aselclade
Timon: It appears your dining guest has arrived.
Joay Liall o clina sal (U8 ) seda oo b i sasi
Male —Squirrel: Guest? Wait a second, you nevattioieed any!
95 s (il (ida LaBaa) 5 2880 | tlaind)
Pumbaa: Presenting Mademoiselle Piper.
e A Lol lua g
Male —Squirrel: You...you are so, how you say, bdaliti
lianca) Aoy il
Squirrel: Why, thank you!
(am) 55l 38000 (o) Alaiad)
Male —Squirrel: Where have you been all my life?
feal e b 0 St
Pumbaa: I'm so proud to be part of this sentimapets.
13 ool adl dgtiall Casess (5 51 da s Ul ila
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Timon: I'm so hungry, | could eat this entire tstemp.
Ll 8 _ymeil) JST (Saa ) Aa il gl ki) sa

Male —Squirrel: You know, my whole life has bedtetl with meaningless frivolity - going
where | want, doing only what | want to do. No dras ever told me when to fly, where to fly,
when to stop, when to keep going, but now thalt'gahg to change, no more endless days and
carefree nights flying about as | please, who n&ddo more dropping whatever | am doing

just to soar through the trees, who wants it? l gile it all up for you.

81l i Le "o jile U W Jen 5 ¢ ile Ul le 2l 7 5l ine (i sle ulea 3 4dlile il ilmcdd jle alaiad)
s e el 5S 7 (all cnatan 13 IS Bl (g2 G ¢ (ol el ale (o pdal ¢ la) aa bl 1S )8
Slilile 1a

Timon: Time out, time out, let me get this strajgRbmeo. You wanna give up all your freedom
to settle down with her? Well, | hate to tell ydistbut the nuts aren't on your plate, they're in

your head.

Gleley | g Jl (@S gl A (e JIa) () Sl

Male —Squirrel: Hey, this is love!

NN R Y NPT S BN A

Timon: Love, schmove! You're making a major mistaBasanova.
18 50 1S 1 o pae Adale Jalicy il ¢ ot Ly of 2 g

Pumbaa: Timon, calm down.

dlal 28] () a5 Laa s

Timon: | am calm, it's the squirrel here who's lgaimational!

Aaa b Ui ed) U 1 sl ¢ gala Ul 1 sass
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Squirrel: What's your problem? He's just being rotica
ila sy 4l o SelilSig 4 )

Timon: But don't you get it? It's the old ball atfthin, he's a goner, never to fly again. I'll net b

a part of this charade.

Tag all bl il (S Y Ul b (o s (gl 1S cdilen 3 301 13 Cilacidle L s Gl 230 5 (e ) ol 2 g

@2
Pumbaa: But Timon, together they'll live happileesafter!
Gl gl A Gans pe et J50 O b e

Timon: What book did you read that malarkey?

fod el y g ol ISl ey B il ) sass

Pumbaa: Pretty much all of them.

e B Al sl ol

Squirrel: Come on, we got years to catch up on.

Shlazs bdlle @y cpa b L AL Al

Timon: Well, that ain't for me, Pumbaa, no sires, for me. Hakuna Matata, no worries, now

that's a motto to live by.

A opdle U e 1o "Bl U sSla" U jladi (e se Lad Ul ¢ (alla 4 dlia (ille alae cada 1) e
Pumbaa: Timon!

Osaf s

Timon: That poor guy's making a big mistake, Pumbaa

Lose Lallee) i (a5 1o il 1y 5as8

Timon: What?
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Pumbaa: I'm still hungry.
Sl L Ul ¢ ¢ sai tLa

Timon: Me too, I'm starved. Hey wait a second, ehiethey go? Hey, somebody owes us some

bugs. All right, I'll start climbing.

5yl adlal ¢ d gyl olcs sulic Ui agale (e 4mh S0 ) sl ) Ah ey o il g sal) (e Cane S Ul g 20 gt

Pumbaa: I'm sorry, | just don’t remember.
S 5l e cand Ul g

Timon: This is awful. What will happen to Timon aRdmbaa if there's no Pumbaa? No more

Hakuna Matata good times, no more singing.

i g B slall Lialal 5 Lilile Ui sSla apaming Lua o ol o sl Lagas (sl 4l Jhmnad (5 5511 casml e b 1y

& iR
Pumbaa: We sing?
gt lia) 1l s
Song: Stand by me (not translated).
(Al G Lehan 5 o ple ilag (B A02))
Pumbaa: | think I'm just too hungry to remember.
e ol g sall Jheie s
Timon: Oh, that's it, food will cure you, how's alb@ome cockroach casserole parmigiana?
38 ally im0 gy bl e JSYI a2 g 9l 20
Pumbaa: Yuck, we eat bugs, Remon, that's gross.

oy Aala (g3 0 5al b Sl dia JSUs Linlea Laa s




Timon: The name is Timon, and yes, we eat bugs.

il i JSUy L) e 5oy sal (ool 1) 508

(Brazil nuts)(L sl @aidl )

Timon: Thank you, Esther Williams, you just scaasehy dinner. Hey, what's with the Jacuzzi
bubbles? Pumbaa!

La sac g lill) gan N UG i ) clie Uy JSY) cuiiila elialeln 5l s b i 1) sass

Pumbaa: It is not me Timon, it looks like a bunéfish. They're sure excited about something,

you know, | wonder what they're doing?
3%8 e Le gl apaddala e g5l 4 5 4d) Jigie ¢ saii b Ul (e e s

Timon: You wonder, Pumbaa, | know. Why, they'rengpsome sort of fish dance thing to
express happiness at our presence!

Ly agidbass 0 uanill ol 4 ) (0 g 5 slansy Jsaecajle Ul Lia o b o3 yati e Cui) - (Slaa) 10y sads

Pumbaa: Seeing as how we're in the Amazon rivieguted they'd be voracious flesh-rending
Piranha.

Aaal JSLy U i gial) Uyl e (e 5310 ety ey s leY) et A Ll aie | Ul il g

Timon: Piranha! Oh, you know what they need? A gbégsign right here, warning: Piranha.
Ul (e (s sim) Lgale o i€ il €agf el 1 (Sl i paicolelil 10y 3

Pumbaa: Like this one?

fa )by

Timon: Uh, exactly like that one but even bigger.

3mS 0sS5 ek U (53 5 5 sl 0 sas

Pumbaa: Uh, like that one?
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S 5o s

Timon: Yeah.

PRSP

Pumbaa: Now what are we going to do? We'll stastigand starving always makes me hungry.
sl & s & sl e Csan W U5 o sl (e o gaite 4l Jania B (525 1La s

Timon: Don’t pout, | hate pouting. And you listdPyymbaa, you think we're just going to find a
whole bunch of bugs all lined up nice and neatmnimjppetizing buffet waiting for us to walk up
and eat them? Pumbaa, we've found Shangri-la! @btags, salad pinto beetles, fruit-fly
cocktail, roach dressing! This is wonderful! Ohhals. Oh Pumbaa, you know how long it's
been since I've had aphids? | mean really gooddaphbt those store-brought aphids. | love
aphids.

Aty Gl g (il s3) lla a1 e85 DA Lia) (o) S &) L s Ly 4ol Wl S5l o 0S5 Ul 358 L 15
(Jadilly Gl 5 Guballadly el joa b 35S o Lind g Uinf Liage Uil gl Al g 55 il o (ypeala jia (il
G U asiae B350 (gaale 250 GEIK La ) (i Cale Lua g b elye 383 53¢l ¢ sl o Aldale (a0 Ji5S S

3 9l) Gany Ul (5 ) sianall) A siaall aladly )

Pumbaa: | don't know, somethin's fishy, Timon. iat so sure about this.
e dala 8 gl ¢ () gadi b e e Ul 4l U5 tlass

Timon: Hey, lighten up, it's free! Make a pig ouyself...too late, you already have. So, what's
the matter?

gals Glan (hie &) ¥y (o) cluiil Coje) Ylad dla G JSYI ¢ Jlal (35 105
Sl aglela 10 sari
Pumbaa: It's just, all those bugs sitting out tikis, don't you think it's, well, a little conveni®

sl e Aol Lol Cals e ¢ (60 L 32 g sl ) il S Jlingie tlaa sy
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Timon: A little convenient? Pumbaa, it's incrediblynvenient, and without a reservation...it's
like they knew we were coming. Presto, there itight in front of me, one-stop shopping
convenience. | salute whomever thought this udovié to shake his hand. Ah, waiter, what a
delightful establishment you've got here. In fagtas just saying how I'd love to shake your
hand, but you haven't got any, which is a pity, lldigress, you wouldn't happen to have any

nuts, would you?

Gl n 58 (s shall coula Uial o) e G Jaa e (e eliia g o e s e (59 Lass 1w )8 Aala 1) sa
ﬂﬂe&bﬁé‘-\;‘ \JcQ}u_);l\c]sé%\@ﬁ\wﬁjgalﬁjﬂ\wg\&y\j swcﬁjuﬁyécwjt\;j
flafdal daie 8Viig g sall

Snake: Ants?

Tdai rolaad

Pumbaa: Timon? Are you absolutely sure that's tevii
0 sma 12 4) 2SHe Cuif () sai e s

Timon: Where was | ?

Sl J 58y cuiSeaSlia Lagka 1) ga

Snake: Yeah, ants. I'm sorry about ants. I'll gbsgene.
4 5 oSl ol Ul ala Gaie ) Jaill o sl ol 4yl 2oLl

Pumbaa: | don't know, Timon, a snake serving usetih| mean, don't snakes usually try to eat

us, or am | crazy?
CaTA LY g ol gl e s (i Cbal) den ¢ 133l Ula38y laadt () st b J gina tLaa sy

Timon: Pumbaa, Pumbaa, Pumbaa, we are in a folaigh We must cast aside our
preconceptions of what is right or wrong and gtketvaried cultures of the world with open

arms.
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ol gl s an e e s dala il S aaaly o ghu s aa IS cdsial 2O 8 Lia) ¢ Lia s Lia g0 Laa g 1 g

o i LdSy Ly

Snake: Ralph. Say, we've got to get some ants.
Jad &g 9 i dam 2 3Y Al ) 1l

Ralph: You buffoon.

e b

Snake: What did | do? What did | do?

Saul clae faf clae Ul 1pjlaad

Ralph: You muscle-head. You less than worthlesgthiley, Eddie, don't forget who's starving
here, [laughter] we are, and of we, especially Timat's why | had you build the bug buffet in
the first place, to trap us some food. You seeargegoing to eat them.

xS il €apaailly Ul La guad 5 $ol L laa A (e sl 0 sle ) b ey (31 gui Le G} cfa (iSnie La 2l
aelSlia ) Uia) e llS) Wl alanal Glile <l pdial) 348 5 Jand Slila

Snake: We are going to eat them! OK, | get it nBaiph, let me try again, let me try again,

please!
0l g 5 4l 5 e Jslad el 5 | clingd Gy Bl (62 ¢Sl TaglSlia ) Lin) Sl (el

Ralph: You're too slow, in more ways than one. ¥ea, what we need, Eduardo, is someone
with powerful coils, lighting-fast reflexes and stung good looks, someone like moi. Now you

just go get some horseradish sauce. We'll need ih€é big one.

Lcuﬂ\@y‘&fﬁ\)ﬁ‘qﬁamﬁ u)ﬁh‘cﬁﬂadﬂuﬁ;ﬁ“m‘ cgs‘g\e;‘)j;g&uﬂ.ﬁb\iu\umg_db
Ssban Jad 4y b g dalia dy ol Ulia 5 ) Jualli MWl 2 ) Asad s

Snake: Horseradish, what's horseradish?

s Jade (g gban Jad 1ol
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Ralph: Horseradish, yeah. And when you get bakckdle them all prepped and filleted and
ready to swallow whole.

pedal i (e ) 8 ol 58 agilli () oS1 o le Jb e Ulge g slan Jad 1l
Snake: Oh boy, oh boy, oh boy!

Jilacaly by dilac als by Jila of 1l

Pumbaa: I've got to warn Timon.

et (D3a1) 0al 3¥ Ul b

Timon: How long could it possibly take to round aipouple of measly ants? Must be getting the

uncles too. Perfectly good comedy and no one artmheéar it. Pumbaa, baby, where you been?

O A e &S (Wanm) ¢ Alas Apad 0 gb U555 (plalad e Jai sa Wl saad lile 430 S8 ) gaxEiacCpann 5 1) sasd
00 i€ Al L Laa saclgaann Lid 2 iidle

Pumbaa: They're going to eat us!
fLlShla Jga il s

Timon: Who?

S 10 s
Pumbaa: The snakes!
Ol (e

Timon: Pumbaa, Pumbaa, Pumbaa, Pumbaa! Ah, theefrdailow we're getting somewhere.
Listen, my good man, | came in here with a wart-abgut yay big, cute tusks, and now he's

missing. See if you can find him. Also, how lon@ 'fella got to wait to get a few lousy ants?

OS a2 g snge (8 ccuda b dal ) b aend cun i) (g5l G sSe Cil () pae ya b Ci) Tl g3 clia o L s Lia g3 100 508
Jaill U gami Lo aa] € fawia S50 5 9adde Ulaa 300 (Sanc88) (08 € Jsea s i Un Ulaa
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Ralph: [Laughter] Oh I'm so sorry, you see my h&ader is a recent hire and he has mistakenly
put you in the common quarters. Now please follosvtmthe private dining room. It has more

sophisticated trappings, much more suited to ing@ahoisseurs such as yourself, n‘est-ce pas?

lia s (e sine ¢S 553 (e sine 58 ol Clala ¢ 5,8 ilala cdala (S 48 |3l 5 Tl Fan gondll AL

Saul Y 5 1S e dlaa

Timon: Private dining room, now you're talking! &id it baby, flaunt it, this has got to be some

sort of health violation.

Jsally (38 1) il 8 Callaia laellia e Uiy pdac 2SN 2 ) g $Aaals Jae dllia 1) sasi
Pumbaa: But Timon, I've been trying to tell youstis not a restaurant!
cartaa (e 1o O el gla Ul (e b o tlaasy

Timon: Shh, I'm thinking, okay, we're out in Brazild we want to...Brace yourself, my rank

compadre, those two long fellows, they are notevait

£l s s (e 33 i) il pelislace | lasad s ke 5y 31l) st (3 Lib L) ¢ S8 e G 1) 50
Pumbaa: No.

Y e

Timon: They are snakes.

fomlal J 93 10 sad

Pumbaa: No.

Y s

Timon: Then they're gonna eat us.

UslSh G5 10 sas

Pumbaa: No.
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Y b s

Timon: And this is not a restaurant.

fardae (e (i L 12 g () 5ass

Pumbaa: No.

Y il

Timon: Impressive how | figured that out, huh?

fla gan ol 1o JS i je g al 5 ol Ul sass

Pumbaa: No.

Y b s

Snake: Ralph, I got the horseradish. Here's thishhadnd there's the horse.
& soand) ol e dadll galecall ) 1y (5 shandl Jadll ellipn Ul ¢ Call 10l

Timon: This is an outrage, trapping us like thad golation of everything the food chain stands
for! Where do they get off doing this to us?

sl ) glhasi o 3Y )5 ) sanlls (3850 i) 8 JS1 Ay o il 13 6 shanisl W) ¢ Galls delealy Jsina (e 13 5 sasi
1S L

Pumbaa: That's where | draw the line.
¢ S g L A 2 gasdl aal Laa

Timon: And they've treaded across that line likeke.it wasn't even a line at all! | say, two can

play the game!
Slie b pgliaiai o i) 4l SIS Gim sall dile e inela shat gl 5] 10y s
Ralph: Not a horse and a radish. | wanted a hat&drdaype condiment food product.

JSE slan Jad jsle Ule g sban Jlea s dad sle (il
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Timon: Yoohoo, hey, natural selection getting yowd?
ety a3 3l JSYI 1 a4l € 5 a2 pai

Pumbaa: I'm so down.

S5l Qs sy

Timon: Tired of lesser species evolving of somahwihich can easily evade your hunter

instincts?

3 LelST 0 il gl sl 3 e (88 5 LS (s by 10y 50

Pumbaa: You don't know the half of it.

o Alalall A3 o b g

Timon: Bored with the routine of forage, foragergige?

sl 55l linad Clilaall ASH () gasi

Ralph: Hmm, it's like they're reading my mind!

SIS 5 i 153585 Le s 36 ol 1l

Snake: Yeah, yeah, yeah!

) gal | gal 1 gal 2 laalh

Timon: Then get your vertebrae down to Carnivoregkin-A-Box Der Schnitzel.
8 tinall aalll 5y e A Yt gela A0l JSY) el iy 10y e

Pumbaa: Where the carnivore is king!

iaall SY) andae 8 tlia g

Timon: For a limited time you can choose from tlee/\/oracious Viper Value Pack,
OO el et Lo aad JSUe - gide 408 g3 48 azdaall () s
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Pumbaa: A bucket of Grub-Eaters,

Loslsll e oM by 1l s

Timon: Or the Carnivore Night-Owl Combo, a tendet af juicy marmoset, two mouse-kebabs,
psilly Jalh galaall &8y o)) yd il LS e e b gedalaaall a9 8l Y 5 1y e

Pumbaa: and a six-pack of toucans!

ORA sl sada dsd 5ilsa s

Timon: Oh, that's 12 cans to you and me [laughTévat's right, friends, say goodbye to mean
old Mr. Foodchain, say goodbye to stalking and mggyand say hello to the good life, hello to

good-tasting good food and good times.

dal ojlie gﬂseﬂ‘;ﬂéw\dﬂ\d@wy@mgmﬁ‘ (elazm) el 5 Lk CHTind cuaa U o) gad
aie anl oy G axdall JSSU Sl 5 cllad) slaall gla ) 5 5 sy ) ) 5 oiinsi ¢

Ralph: Sounds good to me!

il iy ISl

Snake: Goody goody.

st sla rglaad

Timon: Who says survival's only for the fittest?

Dpoml) 2] AT Ay € ) s

Ralph and Snake together: Anh!!

of 1y ms <l ) 5 Lol

Timon: Now that, Pumbaa, is what | call fast fofichughter]

(Slaia) 48 285 4aY (e Joe (ga ba sy by Cojle 1) sai
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Timon: Well, that didn't work, but don't fret, myawyhog pal. I, Timon, will bring back your
memory...through the mesmerizing magic power of hggo

sl 4y ) gaiall By paid) 5 6l cllie ellaa )Au}g‘ib\cébd\dﬁ)ng S8 L e i) Lo o S il 1 g
‘;.AM\

Pumbaa: Ooh, hypnosis.
(uhlizac of L g
Timon: Remember back, back when you were a meng.bab

ke Jie S Ll ey S5l as )iy sads

(Truth or Zaire)(Ll ) s 4aaall )
Timon: Run, Pumbaa! We may be cowards, but wegedawvards.
LA £l (o LLA Uia) pmsac La s b UL 1) 5as

Giant Man: Evasion? Retreat? These actions afe fagainst I, Congo Quint, the bravest,

strongest, most adventurous adventurer west dbthat Rift Valley.

& Ol alacl 5 s g8l 5 aadl iy S gad oS Ul lae (indiai La (53 IS all ¢ geadc g skad 1y S K€

plad (gl g

Pumbaa: Psst, Timon, | think I'm wearing diapers.

¢ Jomer om¥ S (08 09) veda Osasic G s

Timon: Shh.

Ol sai

Pumbaa: But | haven't worn diapers since | wasalittée tiny baby.

L 5 e SR UL 0 e el Le U
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Timon: Will you shush?

Pumbaa: Hey, and I'm wearing a dress, too.

Ol S ¥ Bl s ¢ Al e g

Timon: Shh.

Ui 1l s

Pumbaa: But I look like a little girl!

Croalall Sl (g 5 S L s

Timon: Pumbaa, be quiet. Do you want to get us ls&uli there.
Slaleli pidiy aa ple A L 53 1) gai

Congo Quint: Attainment. Trophy. Worthy achievement
gl i Jiilias Lo sana iy € S <

Timon: Pumbaa, there's a gorilla in our midst.

Lidas g Sl )8 (58 La g 1) st

Gorilla: Oh, what precious little babykins. | haafevays wanted my own sugarplum dumplings,
and now I've got you | could die! Big hug, lovingyy Oh my little buttercup sweetum pies, look
at you, look at you. Aw you must be so tired anddry and cold...forget about it, you just lie

down, I'll forage some bananas. Gonna put hairaur ghest, and your arms and your legs and

your tootsies. Look at you aww, | can't stand @yl be just like mommy.

pellan le s ple SiRaDMas L pgil ol s ol ms plas (5 s0e s sl 5 (il e pellealy 1305 sl

| oali) can (i slant La ecpid s ilin s (e sa oSGl i) o Llad laken 5 43 3Ma s (anl Juc caglisd e
slepglola |58 s A sl 55 wSol 5 S ) saem s S shoa (b el by oS0 s s S sl Lo Jlae Lia | 53
L s pgtiole 53 | st
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Pumbaa: Timon.
Osati ol tla g

Timon: Quiet. I'm trying to figure out why this gltat is treating us like babies. Hey, Pumbaa,

the reason this gorilla is treating us like baldsecause she thinks we're babies.

(6. ilala Sy sl 12 I Csadleln s ole il (g 5 Ui Sty sil) gl oS gmsal il Loy b Sl 20 g0
e U S g3 Jlaal

Pumbaa: Noooo!
Y rlas

Timon: Yes. This gives me a great idea...don't y@Pd2on't you get it? Don't you realize what

we've got here?

L 4y Lidie Lia) Cals e Saald (e $llly 230 5 (e Al 3 86 313) 13 s o) ol 1) sas

Pumbaa: Yeah, we've got me in a dress.
Oy Lia 53 Ui of Lia g

Timon: Pumbaa, Pumbaa, Pumbaa. We have got oussaiv@00-pound gorilla bodyguard who

is going to keep us her little buttercup sweetues psafe from trigger-happy Bungalow Bill.

(g 5 Ll s Laa g L Lin Liniia ¢ 5LS 8OO Sy se ¢ (orm ot (s Liie 1y Lin) clia gy Lia sy Lia g 2y 50

| ABaiy a8l 5 M e Wast
Pumbaa: Timon!
losas (b g

Timon: Ah, don't give me the shocked warthog lobis is perfect. We make like baby apes

and we're safe as houses. It'll be a piece of...ymwk layers, with frosting.
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Loa (o so 04 ) Gile cia Jia 50 ol slatia 4l
Pumbaa: Cake?
4SS Lia sy

Timon: No, thanks, | already ate. [Laughter] | abig ate! [Laughter] This is a tough room. Just

relax. This is foolproof. What could possibly goong?

oS I A Ae e 1S 1 (Jlal laa) ((3385) (385 daa ol (g0 ¢ (o) JS)5 Ll (o) JSI5 Ll | G Y () gas
Jany

Gorilla: Ah, cultured pearls, my gracious...for me?
e 1o Jraall jsall ol 3,58

Ape: Correctment. I, an absolutely normal ape, led@ed you from afar for countless years

and now | have come to ask for your hand in maetiag
Slsall ellila 86l (53500 O hims ) UL 3 A (e duae cliliie afe lilie Lada :a 58

Gorilla: Oh, my. This is all so sudden...I couldrdispibly...Let me fix my face, we'll leave
immediately. Oh, would you keep an eye on my litdenbino infant tots for a teeny tiny

moment?

aal Cpslall oY 5 (e il 028 (San (5 55 L ccsh ¢ 3230 e J 35530 a3V Ul ¢ o sladall 8 e Ul Y o 130 ) 2l
Y cllas i L

Timon: A rival for mom's affections. Make like allya
duall (5 daelelale con J Lidlsy (slas of 1) ga
Ape (Congo Quint unveils his mask): At last, Co@aint has you.

Sl iy S i S 1 Al () (g ol iy S i ) 2 B
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Gorilla: Mr. Lucky, ta-da! Oh, | can't stand it. i€hs so sweet. Look at their little, they like you
too.

gian J 50 a it Jleal s LS (g2 3 00al 4l s Lol (55 ae ) dashana Jlind )2

Ape: And | like them. Brainstorm. How about | take babies for a long walk, just me and

them? We’'ll get to know each other better. Big tpkitle ape and ape-ette, aww.

O R ae (odiaiy S o g L e L ke 50aly lie 4y 58 agadl Y g0 Talladll ool ol @l ) anlcagans Ul 0 8

w, s

Ui ora

Gorilla: That big Mr. Man thinks he can mess witl little button sweetums, does hims?
[Laughter] Well, | won't let anything get my littleaby spuds, no no no no no, you'll be safe and

sound right here where | can protect you.

M ) AT Le g 1y LAV L slalals oy pualall alis e G5 ol ad) U 1 adiall Glaa¥) i D )58
oSaanl (5131 Goyma Aidle Ul L Jsh (JLLLLL ¢ glall (g3 5 8

Timon: See, what did | tell you?

I DS el 1) gas

Pumbaa: | don't know Timon. | feel like the biggkest in the whole world. It's not nice to lie.
() Ak Che dals Sl S Allall 8 I3 ST ) Gandas ¢ sai b Cole (e e

Timon: Nice? Oh, excuse me, Pumbaa of Sunnybroak Fgou think a hunter is concerned
with nice? The only nice thing he's thinking is hnize we'll taste with a side of coleslaw and

root beer. Besides, nice guys finish last.

) il e dala (of a3 daall o Sac(Aaliu)dal ju AT C) Lia sy 3330 50 Y (adae adhas b 1) s

) siia) ) clalad g 38 golall g Adabually Cadal g (i yk) iy )3 e Liands o) 4l ade L ) 500 ) a;u\‘(qj\
|saan (e ) sile

Gorilla: Oh, and there's big smile, oh perfect, pred in time, I've got a surprise for my precious

babies who love me, and Mama loves them too, ges oh!
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of o8 gin Lanhac (S o gaay

Pumbaa: Timon, | don't like the looks of this.

e o by U Ul e sati e s

Timon: Pumbaa, obviously this is some type of sglemicasion.
Aalall il (4o & 53 ] a5 La 51 1) s

Another Gorilla: Oh, look at those little angels.

Oiirall A e | gay agale 4 AT )

Another Gorilla: They are so cute.

sl sl AT s

Gorilla: Oh, you look up "cute" in the dictionatiere are these children.
83V 5 Cliagien Lo 83y agisla by 58

Another Gorilla: They're the cutest babies in thére cartoon.
Ol alle & Julal sl Jsa AT S se

Timon: What did | tell you?

IS ellls 1 gass

Gorilla: Now for the surprise, are you ready? Aoelyeady? Come play with your new friends,

aww...go ahead, you should play nice!
3 la Al ) gaadl SUL Sl o el adll aSilaal ae | saadl UL S0 sala o salacsladall o ala D )
Pumbaa: Excuse me, | don't want to sound inhodpitalt I've got something to confess.

Gl ie) o 3V 1S (e ¢ g ol (8 e La Ul L& 353050 Y tlie s
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Timon: Excuse me a moment, ma'am, just a few @ivairds with my sibling here, Pumbaa,
what do you think you're doing?

\J\)M@J\M\Myca\)m\&sh};\eﬁ\ Saaclale b ddand @l 5 ey 1) gai

Pumbaa: | can't go through with it Timon. We're het babies, what we're doing is dishonest

and it will get us killed, I've got to tell her tiwith.
Aada Ll 1 Y s Aoy o pon s (52 13 slenty U oY 5 (e Linde(y st by (230 Saas (5 pan tla sy

Timon: Pumbaa, old buddy, no, the truth is a damggrdeadly thing, believe me, sometimes it's
better to lie. In fact, most times it's betterito |

A QoS 3] s 4] Al aa) 5l el a3 |y aa jhad Sy el aall ala U L sy 10y sad
Pumbaa: Well, that's for me to decide and I'vedkxtio tell the truth.

Zagall gl 8 Ul 58 o 5Y i Wlilae s

Timon: Uh, fine, go, tell.

A hac 1S aas 1) gars

Pumbaa: Mrs. Gorilla Lady, uh, I, you see, thedhs) we're not babies. We were just acting like
babies. That way we could take advantage of youemal instincts for our own safety and
comfort. You see, Timon, honesty is the best policy

I35 é:ﬂ Jai u\.&k—cd\&k\ L) (M)Jim; b;\cdb.b\ e L\;\ch\ﬂe&yﬂ\‘ww]c s (:\JA JEPPY
dala Gl Baall ¢ sasi b Citdiclgd Lia) W 3 ) gl e Lialay 2d55 el aY)

Gorilla [screaming]: Aaaah!
ol Dy

Congo Quint: [Laughter] Jubilation. Congo Quint ldase it...there's no one to stop me this
time! [Laughter]

() (miay M (EIAS L gelgale iy o€ i Ko a8 L 1y o i S
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Timon: Happy, Pumbaa? This is what you get foirtglthe truth.
Aagall J g (e bl N (ool 5 e (s by Ja gse 10 a3

Congo Quint: Congo Quint has done it, the worll& &ind only picture of a warthog and
meerkat together. Celebrational, this photo andherye Congo Quint, will grace the cover of
every newspaper in the world. Congo Quint is trevest, strongest, most resourceful

photographer on this or any continental plate. Otiehp!

TS ol 5 (38 saalledl s yia ¢ any ga sy O sai pand allall (35 sm il clelae iy oS i oS iy oS i S
JS (s 2 3O (& yean alael o Y15 aaid¥) s iy oS i oS calladl By o JS) Cunliile 5 CiDIE | s iy S
Baadll N] b]‘&\)&“

Timon: Pumbaa, I've just had the most remarkalgdal!i®mile, great, work with me.

Lae il e pusiledy e o jShe o S8 Bla Ul 20 pas

Timon: When | snap my fingers you will awake.

(B ) Lgnani 5 2l gea 3kl Ll 1y gass

Pumbaa: I've been awake the whole time, and bw#yethe watch has stopped.
48l 5 delul s S8 e g e gl Jsh oabia S Ul Ll s

Timon: Crud.

Cu A sl

Timon (holding Pumbaa on his shoulders): Hmm, well?

TS ) ol S e Lia gy dasgy (g5

Pumbaa: Nope, doesn't ring a bell.

dals o i Ri LY L
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(Never Evergladeg)-lziiiual e lae )
BEN ALI'S FARM FRESH ALLIGATOR EGG& b rilad (iane e (pde ) )

Timon: I've got you now, my pretty, hey give it kagive it back! You know, I've heard of

sleepwalkers but never sleep-eaters. No, exhaldtizpor I'm going right in and getting it!

o ﬂﬁ%‘eﬂ‘-” 098 5 JSLy (e i o 98 5 olian (Al e Curan) Ul elgia ellfclgala cales sla |y Slisd A Ul o) gass
Lewa s Jaal Lo J i) 553 50l)

Pumbaa: Hey, | laid an egg.
Aoy oy Ul o ¢ ) laa s
Timon: Huh, pardon me.
Lsaly anl i) gals

Pumbaa: | laid an egg, Timon, see? Look at itf isthe cutest little eggy-weggy you've ever
seen? And I'm going to hatch it, Timon, I'm goindhatch it and show it how to hunt for bugs,
and teach it proper manners, and everything it is@&now about becoming a big strong

warthog like me.

Lede 38 5 Ul e Led 52 (Sae dan sl 5 (0l 5) bl (g2 e el 4l G (9 b Ay oy Ul 2Laa
Al AT i sedala OS Lealeac o lad OS Lepdae col pdal) alaaad (o) 3 Lgalna (i Ll e 5088

Timon: Pumbaa, Pumbaa, Pumbaa, it may be tooddtd| tyou about the birds and the bees. So
let's jump right to the warthogs: you are a matggdithe man type, non-egg-laying, masculine

variety. You can't lay an egg.

Oe s Al il 3Ll e Al Lda S edadll s ) sadall e Lgd et o 3Y S Aala (8 i Lis 5o s 10 5080

b Aay e 38 55 5 as Le Cui) ge ity e Al syl )y 5Ll DL
Pumbaa: How come?

f ) s
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Timon: You don't have the inner hydromechanicabgynamic diddlypops that makes eggs.
o glile @l ga Alelitall 40l 5 j0el) LSuall (e canliall g 5ill iSaie Le @by () gas

Pumbaa: And yet, | made one anyways, and that nia&een more extra-special. I'm gonna be

a Mommy!
Giiloan Le ol finc jiia p jia Glia 1y JRAIL sy Gy g Jeas sl tlag

Timon: Pumbaa, only chickens lay eggs and whatkiwel of chickens is in that egg, you are

absolutely not, | repeat, its mommy.

Gl 1) 058 (e Y liali Al s ) S i S Lagea s comais A B (g 31 1) g
Alligator: Mommy!

Lebe il (o uidy -l

Pumbaa: Son!

) e

Timon: Brother.

Lsal 10 sass

Alligator: Mommy I'm so glad to have you as my mowyyou're so big and strong, | want to be

big and strong like you....you are my mommy, areoti,Mommy?

L) suS Gl e Ul bl L lan Ay 85 Lala by (551 5508 1 ¢ Lala sl ol 808 e (o 5f i guana Ul Lila 2 s
flala b Ll ) (haclala

Pumbaa: Of course I'm your mommy!
iale Ul ks 1l g

Alligator: Then who's he, mommy? Is he my repastmmy? Is he for me to eat? Is he my food?

Cuz he sure is scrawny.
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Pumbaa: No, no, no, that's not your food, Junibat® your Uncle Timon. Isn't he the

handsomest warthog you've ever seen, Timon? Andaks just like me.
oalld gl 5 sat LARE 5 A Jaad 1y e @i e sasi elae 1 ol Gl JSY e a e Y Y Y Y s
Timon: Pumbaa, notice the broad, flat head.

$fhadalis dul ) @l (e il L gy 1) 9

Pumbaa: Yeah.

o L

Timon: Long, scaly body?

¢ Sl dania 5 1) gad

Pumbaa: Aha.

i L s

Timon: Clawed hands and feet?

faala g Al 5 10 sa

Pumbaa: Yup.

) sal 2Laa 2

Timon: And serrated tail!

00 susall Al 52 () g

Pumbaa: Right.

o e
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Timon: What does this all add up to?
Sl allay A8 13 1) a5

Pumbaa: Pumbaa Junior.

sall bass b

Timon: No, he's not Pumbaa Junior, he's not ewgarthog. He's a chicken and an ugly chicken
at that. Ouch, get the ugly chicken off me, getubky chicken off me!

dmale e 1y i gl) SIS any) (lelaS i g 0 oK oSS ¢y i e 1 leS g ¢ prall L sy e 13 Y 1) e
e 12 @S sl

Pumbaa: Ah, would you look at that? Pumbaa Jurtoirsry!

Olas all L goe (& Cilol -t

Alligator: Are you going to teach me how to huntisian be big and strong like you ?
Ll el (5 8 ul 5 ST glile ST cual (513 csaaiadlabe b slaal (51 3) cuadaia 7 luss

Pumbaa: That's right, Pumbaa Junior, and it's sienple, all you got to do is wedge your snout

under a log like so, roll it over, and breakfastésved. Now you try.

g o @S s adll (Hsda) ) ad &g (e o) Alaad N JSelan g oy ¢ ua bl s b bk 1l s
S i sectlol 38 JSYI 85 g5yl

Timon: Uh, finally, some peace and quiet withowtttbhatterbox underfoot. Ahh.

Elegaml ) 358 G an Lo e (e ¢ (dam) Aal g e 5o 4 i T pualeol 1) sa

Alligator: Mommy, | found a big juicy grub, but hosome he looks like Uncle Timon? How

come this grub looks like Uncle Timon, Mommy?
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Timon: I'll tell you why, you little chicken-livecedirty ...

23,L Joo b pmnde b S L ol 3] ll a2y sa

Pumbaa: Timon, watch your language, you don't iaset a bad example.
A 528 (A5 IO (380 )elhidle e (il ) Bl () gari s

Alligator: Mommy, how come Uncle Timon won't joirs @or dinner? How come he doesn't want

to be a part of the family? Huh? How come, huh? ldome, mommy, how come?
9o 3l Lalo Ly Lol Lala Ly alial) (e 3l 5 (e |50 ol Ly 40lflafla Lol Ly Uil (0 oS0 Lo (5 e 4 Lela - lusad

Pumbaa: You're upsetting Pumbaa Junior, Timon, camgin us for dinner. | fixed your

favorite, cockroach casserole parmigiana.
Lty N (udaldadlly yual pos Ayiaa @l Jea Bleblae J8 DU st b ialal) L s 7 e (5 S L sl s

Alligator: Mommy, how come Uncle Timon gets to &ett? How come he eats first and we

have to wait and wait and wait after him? Huh? Home?

flafla o i i iwi sl 5 € 0¥ JShy ) sa 4 Slale 1 Ll JSLy () sa sae 43 el clisad
Pumbaa: Timon?

Ot haa s

Timon: Yes?

Tard 1y sasi

Pumbaa: You should serve others first, you'rersggtiibad example.

Lnen 3538 (A5 (llie J5Y) Ll a8 o 3Y Tl

Timon: Uhh.

& O sadi
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Alligator: Mommy, how come Uncle Timon doesn't $asace? How come he just starts eating

without saying thanks?

OheS ISV ay ia W JSYI U Ly ) (5 S0 Le (st e 40 Ll i lsas

Pumbaa: Timon?

Osasi (e s

Timon: What?

4] 10 et

Pumbaa: Are you going to say Grace? You don't wasét a bad example.
Ln 5538 Gl ¢ Tl ) JSIT (g jie (hallia sy

Timon: Uh, of course. Rubba dub dub, thanks forghubs, yeah boy.

L U 5e33) I G0N (o ) b Sl ga e ol sass

Pumbaa: Uh-huh-huh, Timon, | didn't put a fork ba table for no reason, you're setting a bad

example.

5l A 5538 LIS Tie (e (53 8300 (o U AS ) ¢ sa e pal sy
Timon: Sorry!

Caulia 10y sasd

Pumbaa: And you don't talk with your mouth fullheit, and don't put your elbows on the table,

and make sure and chew your food 43 times, and gomating your dessert first.

B Lo g cda gl (5 (pms S ST fmal 565 3l 5 e (o e € i ge JST (il 0l oS5 (Bt la s
JsY) sl

Alligator: You don't want to set a bad example.
A5l A 3 58 LIS Ll
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Pumbaa: Yeah.

o L

Pumbaa: Timon, was that you?

flgilae (A Euif () sasi La

Timon: Yes, is there a problem?

P s A gl 1) sas3

Pumbaa: I'm just glad Pumbaa Junior wasn't arooimear that.
1> qany Lile 393 50 (e lall Lia s 4d) o sasse Ul il sy

Timon: Wow, wow, wow, excuse me, Miss Manners...\are saying you haven't belched in

front of Pumbaa Junior?

¢ lall L s ala (e S Lecli) 85 le ccaSil alae s 3l 50 Y ol ol of 1) sasi
Pumbaa: Of course not!

OSan Ui Tl

Timon: You're the crown prince of belching, you orad in gas.

Gl el o) sa ST s alladl 8 a Sl @lle ) Gy 1) g

Pumbaa: Not anymore! Things are different now weshakid. By the way, where is he?
¢ o ) Baulialluecila Lo delu (e il ) sa¥le gla AS 13 e sy

Timon: We're playing hid and go seek, without tbesgek part.

ade 50 L e e Gatiail Cualiy ia) 1) ga

Pumbaa: That's not very nice, Timon.

O b (R )0) A4k (e dals g0 e
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Alligator: There you are, Uncle Timon. How come yadidn't look for me? Did you forget how
to play hide and go seek? Did you forget our pllagts play us a different game, how about
tag?

agm ol L SUL Sl M gl € Canlity (g1 5] aglasciuall) cusl) il cUle o GBS e gl gadi gae Ly liid) - Luacs
el i el 4 #A

Timon: Aww.
llic )iy 10 sas
Alligator: You're it!
E NI
Timon: Why you...
llic iy 10 sas
Alligator: [Laughter]
(o) glnad
Pumbaa: Family picture, family picture.
Alile 5 ) peacdlile 5 ) ga tLia
Timon: Let's just get it over with, let's just gebver with.
iy oalia Lals BUL 1) sas

Alligator: Mommy, how come he's staying so far aiimyn me, and how come he doesn't want

to get close to me as a part of the family?
falial e a5 By s blae Jlealy Jole (e 13860 2y (5 (O gari sac 43l Lo 1z lusal

Pumbaa: Scoot in closer, Timon, you're settingcadb@ample. That's it, little closer, oh very
good, a little closer, oh we're getting thereldittloser...a little closer.....there! Perfect, okay,

here we go, on the count of three: one, two, three!
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Timon: Aww.

Fl e

Pumbaa: He just wanted to make sure you had a smij@ur face.
Wiy o s gla Al (8 Sl e S Ly

Timon: Yeah, sure. The Omen's not around, is he?
fra s (e dgle (b pialalle Ladar() gt

Pumbaa: He's brushing his little teeth and flossnag
S Gl gunall s a8 @l ailin Cacaiy alial Y L s

Pumbaa: Did you brush and floss your teeth, Timon?
9 3a8 b p sl lilis il tlaa g

Timon: No, | didn't, Pumbaa!

Lass b Y 1y pa

Pumbaa: Oh, why not?

fag) Cala el Al ) laa s

Timon: Because | didn't feel like it, what happen@the "no worries" days? Hakuna Matata?
Now with this kid around, we can't be ourselves amoye. It's not that | don't care for the kid,
but we used to go hunting for bugs all hours ofrtigit. Now we have to stay home with the

junior, he's cramping our lifestyle.

e Lia) 5 €53 ol o) Lk La a5 Cpeelilila U sSla $JSLI (lle oL Jhan I felelue ] jle (i glile 1) gasi
sl g gl s Jalll J sk il s SUaiai (430 gaie L) (o el o)) asls (e ) Allse Gliae Liiada e cpiile
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113



Pumbaa: But the time you and me and Junior spegethter is as good as any we've had.
1y saall af ) cals L el e SiST o glal Lyl 63,88 e u tlaass

Timon: But he's not our kid, Pumbaa, and as mugfoasvish you were, you are not his
mommy. He's a completely different kind of aninted,came from an egg. He's an ugly chicken,
and as much as we love him, we don't know howiseraim. He needs to be with his own

species.

il gall (g Sl g 5 Iachal (e i) (Slepl 8 el IS lacbaa s by iyl (e 2 1) ga

Lo 2 b A (e 2ad line 1 e 5 oy Sy W olidia Lage o ge i 5 0 oS cduiayy (g 4
Pumbaa: What's that?

NERHEIVpY

Timon: Nothing.

Jdla 10y gt

Pumbaa: It looked to me like a thin, flexible shefetnaterial made of compressed fibers and

used for writing on...

AU 8 Jaridi s ()l dandie 450) QLA (e de siian 3ale (o aidy 7 5l 1o igtie tLa
Timon: What do you mean? It's just a piece of pages? Wait, don't read it!
[ohlal 55 La (il eCa gulicdd )5 din 2 Tpad (53 Sl ol 1 gars

Pumbaa: It's a letter from Pumbaa Junior! “Dear mgimhow come Uncle Timon is so right?
How come I'm not like you and | don't belong witbu® I'm going to run away from home
because of what uncle Timon said.” Signed, Pumbagd the ugly chicken. Timon, what have

you done?

Ll Seluia (o Gl Ul g eli) (&l (o Jlecis saie (st sae (0800 ) Ledaacs 3o ad) Ll pslall Lass o il sa 12 thaa
Philee )4l ) sasi (i gl o sSSU 2 Ll Va0 s sic (g sash pae AN I (lile Candl (o o jen
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Timon: | know, and it's all my fault. He can't siwer out here, Pumbaa, it's a rugged, dangerous,
cruel world...and he's just a little ugly chickenlHge eaten alive! We've got to find him. Well,

according to my calculations we've searched eveeysylexcept for right over there.

Sl g oy als Gt sl s ol Lin llall cliase Ldas s (a5 (e o gihale CulS L) i el of ) sasi
@2 dia ) Aiadl lae Le s JS 8 Uy La) didall Shlea e 5l Cogdic ASHA (lsasll s (in s jia

Pumbaa: Can you believe it? He's found anothekehias ugly as he is, and look how happy it's
made him. You've been right all along: Junior'sanetarthog, he doesn't even have any tusks, he

should be with his own kind!

U SIS 3a dlaie (S i) ¢ gai by a0 eda a1 ) LAl ) a5 (U0 SISl ¢ Ay pe Aala tles

é\jﬁ\@uﬁgaﬁe‘)? )ﬁ@uﬂ}bé}b PPN
Timon: Me and my tail are glad to hear it.
Cragh | ya) Sl ~ SV giia b Ul 1) gasd

Pumbaa: But we just can't leave him and his la@yr out there all alone, I'd get kind of

worried about them.
65l pgale (38 1S Ul canaa ol 17 Aiaa 5 158 1S g (o e (as tla s

Timon: Well, Pumbaa, don't you worry. I've got dea that'll set your mind at ease, and give
Pumbaa Junior and his girl the upbringing they dese

W sty G Adle ) dimaay piaall L g (25 clebed a5 S8 (gaie ¢ GBI La Lis o by a1y 5as

Alligator: Thank you so much Mommy, thank you soamdior everything you taught me and

showed me and learned to me.

(Meiagh s Meide 5 lgi)ydala IS Lo Sie dale by gl Sl 17l
Pumbaa: You're quite welcome, Pumbaa Junior.

el L g L il &) 1l s

Alligator: And thank you so much Uncle Timon, faywtaught me and showed me and...
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Sleide 5 Meiagh dala IS o palld e g gad see b 55l S 17 baas

Timon: Yeah, yeah, yeah, switch to decaf. I'll njyes too, now go on, your parents are waiting
for you.

Slifie cllal ¢Sl idia i Cui) a6 4 sha¥) Sl sl 15l 1) sa
Alligators: Goodbye, goodbye, goodbye!

b b b b izl

Pumbaa: So long!

pok La g0

Timon: Have a nice life, kid. Hey, don't you feeltter, Pumbaa? Now Junior and his girl can be

raised and nurtured and taken care of by the athiekens.

Ao I B 15 Sy s ) s s | st iy g3 gl gl (63 Lia g Ly Cpmenty el e Cuif e 30 by B Blas 1) s
Al é\‘)ﬂ\ &

Timon: Don't tell me...it doesn't sound familiar 8t.ayou can't remember a thing.
fla S 5al8 o s Selile Ay 2 (53 lalal) of el iy e

Pumbaa: Don't be ridiculous, Timon, of course leerher little Pumbaa Junior!
Dall Lia sy 58U Lk Ul (g5 b el (8185 e tLaa s

Timon: Timon! You called me Timon, you can rememagain!

B 1 Tl ) 10 s 8 ) 10y 5 10y 58

Pumbaa: Yeah, | remember everything. | remembere/dimon and I'm Pumbaa. | remember it

all!
dala S S Ul claa go Ul g () gat Cui) a3) Sl G cdala JS S0 U ol 1laa s
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Timon: Yahoo, I've got Pumbaa back!

U (ra ) L sae 55 M 1) s

Pumbaa: Timon, Timon!

Osafie sas 1L 52

Timon: What's a Timon?

O sa 4l im0 e

Pumbaa: What? Why? You're a Timon, Timon, don't igsnember?
1 SU (e (h5ai L g ) el tLaa s

Timon: No.

¥ 10 sad

Pumbaa: Oh, you've got to remember. We were walkingg, then the rain, then | got zapped

by lighting, then you tried to help me remembemeenber?

0 S K1 el i gla a5 Ll (35l 5 e ylae | ylaall 5 ) gus ey US L) ¢ S8 2 3V oY flaass
Timon: No, doesn't ring a bell.

dala 86 e Ul oY iy sas

Pumbaa: Oh, | think you kids better rewind the tapé start from the beginning. It's the only

way to help Timon to remember.

| S (& sati 2o bdia A& sl (53 ¢ S5V (e lgn it g oy 800 ) gma i Gl lingiiac o] 2liaso
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