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ABSTRACT
, ' This research project aims to establish an historical overview of all the
! A

Shakespsare translations into Afrikaans, by anamsing all these texis in terms
of preliminary dafa and the macro-level based on the Descripive Translation
Studies .mode'l of Lambert and Van Gorp. Conclusions are made about :the nature
of ‘these translations as a corpus  of texts. Subsequently a micto-level
analysis of the imgery in "The Tempest' and its frans‘lat*.oh "Die Storm” is

made, A1l of the above is discussed with reference to target zudience

accessibﬂ ity.,
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CHAPTER 1

1. INTRODUCTION |

In Europe - and in particular Germany, France and Holland - there has
been a long fradition of Shakespeare translation. The Lord Chamberlain’s
'ﬁEn, Shakesprare’s own theatre company, staged Shakespeare plays in
Holland and Germany in English and soon thereafter German and Dutch
transtations appeared = {Leek = 1988). Consequently a iradition of
Shakespeare criticism and theoretical writings on Shakespeara translation

developed in those countries. - ;

| In Afrikaans, however, there is not such a tradition and there is no ¥

P literature ~dealing with the theoretical aspects of Shakespeare
translation. There are some non-theoretical artié]es about certain

Afrikaans Shakespeara translations such as Van Heerden’s (1965) article B

on the Krige translation of "Twelfth Night". Newspaper and magazine

reviews also give some indication of the reception of the1trans1ations ¥

in the target culture.

Research has shown that there is no literature on the history and nature

of drama translatien inte Afrikaans and, in particular, Shakespeare

I translation inte Afrikaans. In this respect the preject aims to ;
£ _ {
contribute to research in Translation Studies and possibly to the “
P establishment of literature in the history of translation in Afrikaans.
P
S As the title of the project indicates, the aim af the project is twofold.

The first part - Shakespeare in Afrikaans - aims to establish a

historical overview of all Shakespeare translations into Afrikaans and
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w111 also serve as an 1ntrofuct10n and background study to the second

part - A Descriptive Ana alysis of Imggng in_"The Temm_st“ and *Die

Storm®. It is 1mportant_to study a singie text situating it within the

corpus of existing texts.

For the first part of the project, all the transiations will be analyzed
in terms of certain aspects of pre1{minahy data and the macro-level as
adapied from Lambert and Van Gorp’s Synthetic Scheme for Translation
Description (Hermans, 1985). ﬁftér the analysis has been compieted,
descriptive observations will be made about possible trends and
developments in ihe translation of Shakespeare plays into Afrikaans. For
examﬁ1e, it will be examined whether the translations are considered to

be transiatisns or adaptations.

The latter half of the project will focus on a descriptive analysis on
the micro-level of the translation of imagery in "The Tempest" and "Die
Storm® (version 1)(Potgieter, 1988). Potgieter did iwo tramslations of

"The Tempest”: version 1 is a more literal version whereas version 2.1s

an adaptation. The researcher selected version 1 for this study in order

to examine the concept of target dudience accessibility in a Titeral

translation.

Although this micro-level analysis will not be an in-depth linguistic
analysis, it aims to describe the shifts that occur in the translation
of the spurce text (ST) into the target language (7). These shifts will
be described in terms of categories adapted from Van Leuven-Zwart’s model

for the description and comparison of the translation and 1ts original
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11929, 1991). This analysis will then enable the researcher to come to

some conclusions about the translation of 1magery' in 'the text in

guestion. The two principal concepts which are to be dealt with in the

discussion of the micro-ieve]l analysis are target audience accessibility .

and the transposition of imagery.

Linguistic and conceptual accessibiiity (Lav, 1984) are two extremely
'

important concepts in the transihtion of dvrama texts, because the

.- audience does mot have the time to process and interpret unfamiliar

Tinguistic patterns and conceptual allusions (Link in Zuber, 1980:31)

such as references to Roman gods and elements specific to the £lizabethan

world, As the translation in question was intended to function as a drama

text gﬁd not as a literary text, the notion of accessibility has to be

considered. For the purpose of this project,'acceésibi1ity will be:

defined in purely pragmatic terms. i.e. if the text has been performed
successfully, it will bpe takeny’ésg being accessible to the target

audience.

In translation studies, the notion of faithfulness or fidelity is stiil

“problematic as it neariy always implies an evaluative approach to &

translation. Descriptive Transiation Studies does not aim to evaluate a ’

transiation in terms of its original, but rather %o describe the
translation itself. In order to avoid "evaiuation”. a general term had

to be found for the description of the translated image and to which

other sub-categories could be added. The vesearcher opted for the term

"transposition”, 1i.e. whether or not the image was transposed from the

source text {ST) and the target text (TT).
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_\farious factors influenced the choice of a single text for the micro-

1'éve1 analysis. As has been mentioned, the researcher chose Tjaart

Potyieter’s translation of "The Tempest“ - "Die Storm® (version 1)
(1988)- as it is one of the most recent Shakespeare translations into

Afrikaans, which is an important factor especially in terms of the

linguistic accessibility of the translated text. "Die Storm” was

transiated for a modern Afrika:ns audience and thus the Tanguage used in

 the text is modern Afrikaans. "Die Storm" was alse | performed and

successfully so, and this was an important factor in the choice of a -

text., A drama text Imulst_ be "actable and speakable" (Zube?-sﬁérritt,
}984:8} and the successful performance or ctaging of a piay ir_ﬁpﬁes that

it 15:;}. Not only 1s this extremely relevant in terms of the Tinguistic

1 :
- accesbibility of the translated play, but also in terms of the conceptual

accessibility of the translated text.
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2. METHODOL OGY

In the 1970s, a new discipline of transiation theory was founded which
is based on ‘an approach to literary translation which is descriptive,

target-oriented, functional and systemic’ (Hermans, 1985:10). W

In contrast to ?bé-prescriptive approach, Descriptive TransTatiqn_Studies
{DTS), as thiséﬁew approach is called, is target-oriented and ‘%akes the
translated tex' a5 it 15 and tries to determineﬁkhe various facters thai
méy account for 1its particular nature (Hermans, 1985:13). Whereas
prescriptive studies is evaluative in nature, thatrfis. whether a
translation is ‘good’ or bad’, DTS aims to describe transﬁations as'they

are and not as they should be.

DIS starts from the notion that any research into
translation, whether it is confined to the product itself or
intends torvoceed to the reconstruction of the process which
yielded .  nd on frem there), should start from the
hypothr: .  <kat franslations are facts of one system only:
the t~ ., = stem.:.Not only have they lefi the source system

© behin, *.. they are in ne yasition to affect its Tinguistic
and textual rules and norms, its-textual history, or the
source text as such.

{Toury 1in Hermans 1985:18)
This systemic approach allows for functional and pragmatic explanations
{Hermans 1985:13} of a corpus of texts which, in turn, enables the
researcher to discover "large-scale and long-term patterns and trends"
{Hermans 1985:14) present in such a corpus of texts. Toury (Hermans,
1885:18) also emphasizes that any vresearch should start with

"abservational facts", i.e. the translations themselves.
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2.1 The Tertium Comparationis

Toury suggests the use of a tertium comparationis, or the "invariant of
the'éomparison" {Toury in Hermans, 1985:32), for a comparative analysis
of the ST (source text) and the TT (target text) as well as for the

establishment of shifts. Delabastita expands on the concept of a fertium

-comparationis in the analysis and comparison of a ST and a 1T, which was

found to be of particular relevance for this project.

The images, whiéh have been idantified 3\-the ST, will have to be
accounted- fnr ih the terﬁrum cemparatfmnfa andg aiyuxhave to be verified
in the TT (Deiabastata,‘ﬁgas 115) There—is, however, more to he done
in terms of estab11sh1ng a tertium comparatronis and here it is evident

that De!abast1ta’s concept d1ffers from Toury s concept of a tertium

comparationis. According to Delabastita, the tortium camparationfé must

be based on the 5T as well as the TT, whereas Toury suggests that the

tertium comparationis should be based on the ST only:

A TT is not necessarily covered completely by an analyiic
frame that adequately describes its ST, because the receiving
literary system will often impese its norms on the TT,
leading the translator to insert new elements or to use
textual patterns that may be utterly foreign to the ST and
the source T{terature ... it is jmperative that we should
somehow make alicwance for the peculiarities of the TT when
drawing up the ‘invariant of the comparison. The tertium is
no lenger to ba modelled on the ST exclusively: even on the
strictly methodological pTane the ST will have to share its

place with the TT.
_ (Delabastita, 1985:117, 118)

In the estahlishment of the TC {teriium comparationis), it was indeed

necessary te take the TT inte account. In the following case, for




example, there was no image in the ST whereas there was an image in the

1T

[Alonso] 1 Thou dost talk nothing to me.
{Gonzalo] I do well believe your highness, and did it to
minister cccasion to these gentiemen, who are of such
sensible and nimble Tungs that they always used to laugh
at nothing.

[...] :
[Gonzalo] Who, in this Kind of werry fooling, am nothing
to vou; so yod may continue, and Iaughl§t1n?;21?125till.
.1.176-18

[Alorsol Jay woorde is net wind vir my. : 54

[Gonzalo] Dit kan ek wel glo, u majesteit, - ek het maar net B
s0 aangegazn om hierdie menere ie plesier, want
hille Jonge is so sensitief-aktief dat hulle vir

wind ook lag. _ i;

[ééﬁzaio] Wat, met al die belaglike gebabbel, teen die wind f§

;n praat - so-gaan maar voort om vir die wipd te 3

ag. : _ N

{my underlining) g

As can be seen in the above example, the image of "wind" was added in the g

translation and would have been overiooked if the 7C had been based on é

the ST only. The tertium comparationis will be used in the micro-level f

analysis of the imagery. é

: The methodoiogj of this project is based primarily on the theorists é
ﬂ%*fﬁﬁﬁ' Lambert and Yan Gorp’s Synthetic Scheme for Tramslation Descristion ;
N {Hermans, 1985: 52,53), and Van Leuven-Zwart’s model for the comparison %
G g

: and description of a translation and its original (Target: 1988, 1590). i

l §

3 |
N 2.2 The Lambert and Van Gory Model (Hermans, 1985:52,53) {

The scheme is divided into four points, namely:

7
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1.Preliminary Data , for example:

- title and title page (e.g. presence or absence of genre
indication, author’s name, translator’s name...) -

- metatexts {on title page, in praface, in fooinotes - in the text

or separate?)

- general strategy (partial or complete translation?)
2. Magcro-leyel, for example:

- divisions of the text

- titles of chapters, presentatfon of acts and scenes

3,'51§ngglgggl {1.e, shifts on phenic, graphic, micro-syntactic, lexico-
semantic, sty1istic,'e1ocutionary and modal levels), for example:
-.selection of words
- dominant grammatical patterns and formal literary structures

{metre, rhyme,..)

4. Systemic context, for example:
- oppositions belween micro- and macro-levels and between

text and theory (norms, models...)

This scheme will be used priiarily for the first part of {he project -
the historical overview - and will consist of an analysis of the
preliminary data and the macro-level, These two categories have been
adapted for the purposes of this research project and are now as follows:
1. Preliminary data:
- title

- translator’s name
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- date of pubiication
- pubiished and/or perfofmed translations
-~ petatexts
2. Macro-ievel:
- names of dramatis personae :
(a) retained;
(b} Afrikaansified; or
(¢) changed.

After the _abovementioned analysis has been completed, general
observations will be made about the nature of the corpus of Shakespeare

translations in Afrikaans.

2.3 The Van louven-Zwart model
Although the concept of a micro-:evel analysis was taken from the Lambert
and VYan Gorp model, the ¢ategories were found to be unsuitable for a

descriptive anaiysis of the imagery in "The Temy st® and "Die Storm".

The Van Leuven-Zwart model is spatifically aimed at dealing with
narrative texts {1989:154) as well as the comparison of the ST and 1T,

and a description of shifts on the various Tinguistic levels.

ﬁan Letuven-Zwart also uses the concept of an architranseme (1989:157) as
a conmon denominator in her model. The ATR then "functions as the basis
for a further comparison® (1989:157). A further s*ep is to establish the
nature of the relationship between the transeme - the sections into which

she divides a sentence - and the ATR. The differences or shifis are then
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described in terms of detailed Tinguistic categovies and sub-categories
(1989:1?0).

For the purposes of this ﬁrnject, which differs substantially from Van
Leuven-Zwart’s project, the foliowing adaptations have been made,

Firstly, it is not a narrative text and its translation which are being

| compared and described, but a drama text and its translation. Secondiy,

the images will not be divided into transemes, but each image will be
dealt with as a unit. Thirdly, the concept of an ATR has been repiaced
with a tertfﬁmrcomparatfonfs. Fourthly, the categories and sub-categories
for the comparative analysis and description are linguistically based and
very detailed. They did, however, serve as a basis for the establishment
of categoriés fer this project even though this:project does not aim to

analyze the imagery in such linguistic depth.

In the establishment of the categories, provision was made for one
encompassing category - transposition - and ail the other categories
provide more details about the nature of the transposition of an image.

The categories as adapted are:

T itio

- gengralization
- specification: intensification
cultural adaptation
expiication
- mutation: deletion
addition
change in image.

10
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After the micro-level anaiysis_was compieted, the researchef chose to
establish a set of codes for the above categories. This was done
primarily for the sake of clarity and to facilitate an easy-ﬁnderstanding
of the naéﬁre of the shifts or, rather, of exactly what happened to the

image as it was transposed from the ST to the TT. The codes are as

foellows:

~ transposition: =

- generalization: GEN [ -3

- specification:

intensification; T [ 1} :
cuttural adaptation: CUL.ADAPT [ ]

s expT uation. EXPL [ ]

L7 vmutation:

.. . deletion: #DEL { ]
s pdddttons #ADD |

;ange in image: #CGE.IM [ ]

Explkﬂatiun of how the codes or symbols function 1n the analysis
.¥3§et out in Chapler 3,

)
3
2
o
B
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CHAPTER 2 A | |
SHAKESPEAFT! IN AFRIKAANS |

2.1.1 Drama_Transiation

Brama Translation is‘“the transposition of the original iext on to the
" stage nf the target Tenguage and culture” (Zuber-Skerritt, 1984:8) and

1s a specific area of study in translation studies.

e Drama Transiation poses problems which are entirely unique, for example
the quéstinns concerming the translation of the verbal and non-verbal
text ( &and in Zuber, 1980:1). By non -verbal communication or non-

-~ verbal text the fo110wing is meant'

“the music (and all the vocal, mechanical, elecirical or
natural sound effects), the silences, the action, movement
or immobiitty (including gesture, stage-business, mime,
dance), the characterisation, the grouping, the costuming and
make-up, the setting, progs, lighting and use of colour, ithe
use of contrasts or Juxtaposit1on, tension and pace,

{Zuber, 1980: 2)

,'.;--' . 5" It is 1mportant to point out at this stage that although the non-verbal

| text is obv1ous1y an integral and 1mportant part of the play {and shau]d
N therefore be franslated), this project focuses only on the verbal text

QQEfLaﬁ in the analysis of imagery in "The Tempést“ and "Die Storm™. Many Drama

o Transiation theorists, such as Franz H. Link, do point out that when

t| L there have been Tosses in terms of dmagery in the verbal iext,

] | compensation is made by means of the set design and props (Zuber,
S 1980:24-50). A video recording of lhe stage production of "Die Storm"

does exist, but it is not within the scope of this project to study the

12




- recording.

Robert-H Leek distinguishes between “published and/or performed texts”
(Leek in Westerweel and D’haen, 1990:156). This is a very important
distinction as it bears & direct influence on the translator’s approach
to the fext. The transiator of a drama texts which functions as a
Titerary text instead of a script is able to insert explanations of
unidentifiable allusions {Link in Zuber, 1980:31) - i.e. an allusion with

which the target audience does not identify - by means of metatexts. The

translator of a p1ayscr1pt'has to make these allusions accessible to the |

target audience.

Unidentifiable allusions, as defined and explained hy Link (Zuber,
1980:31), pose particular problems for the translators of Shakespeare
plays. Usually the author of a play and his audience have a cﬁmmon
knowledge "of a society, of its history, its myths, and its customs.
Though this knowledge is a matter. of tradition, tradition changes. The
further the audience moves aﬁé&jlfrom particular evenis of its own
history, for example, the less it i§'1nfnrmed about the details of these
events" {Zuber, 1980:31). Unidentifiable allusions in Shakespeare plays
can be the following: historical references, such as those in the history
plays with numerous details of thé wars with France and the War of the
Roses; references to Roman gods; and the impiicit references to the
Elizabethan World Order with which a medern audience or an audience of
a different culture is no longer familiar. The iTatter has particular
bearing on the imagevy in "The Tempest" as nature imagery is importaht

in this play and nature occupies a specific place and plays a special

13
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role in the E1izabethan World Order.

, .~ The production of an indigenous play functions on what is o
' familiar to 4§is audience, both Tinguistically and .
concepiualiy, in order to enrich it with the new the . 5
playwright has to offer. The production of a translated play ' '
has to overcome the unfamiliar assumptions, both linguistic
and conceptual, in the original,in order to draw on what is ;
common and universal between the origiral text and the S
experience of the audience before it can invelve the audience
and so enrich it with new elements that the playwright has
to offer. The task of overcoming the unfamiliay dis generally
not so dauniing for translators {ranslating 1 >m a text to i
a target language both of which Tie within a broadly based i
cuttural and Tinguistic system [...] The task i3 most -
difficult where a.play has to be transposed frem a different
culture and & different age.

{(Lai in Zuber-Skerritt, 1984: 145,146) |

" Unidentifiable allusions cover most conceptual assumptions that are made
in Shakespeare plays. It is, however, extremely impsriant not to overlook
the Tinguistic assumptions  and -difficu]ties which iranslators of
Shakespeare plays face. Zaber-Skerritt points out that plays writ+in for
perfbrmance must be "actable and speakable" {1984:; 8) and in the c;se of
some Shakespeare translations 1nto.ﬂfr1kaans, thase plays are siﬁpﬁy not

speakable, This could account for.the fact that these ﬁ]ays were not

TN i MR g s et D i

' ' performed successfully or performed at all. Accessibility to the target
audience is a key issue in Drama Translation and therefore the Tinguistic

accassibility of a translation is impertant.

¢ The Tanguage and poetry of Shakespeare do indeed pose problems for the
I translator, especially as the transiator has to be sensitive to speech
1 s rhythm and pace, because "in a performance, the aural experience occurs
£ Cg2 at too fast a pace for audiences to take in material not organized in

familiar linguistic patterns, and there is no time to reorganize the

14
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material after a process of cogitation” {Lai in ZubérfSkerritt, 1984:
149). Moreover, "the rendition has to be linguisticaily familiar to the

audience auvrally, and the brosodic patterns have io serve a similar

“purpose as in the original™ (Lai in Zuber-Skerritt, 1@84: 146).

2.1.2. The problematic notion of performability

The concept of performability has been used extensively when discussing
drama translation. The concept per se is relevant if it is taken into

account that theve 1is a definite distinction between perfarmable and

unperformable drama texts. Some Afrikaans Shakespeare translations have

. never been performed or performed unsuccessfully because they are noi

performable. i

Upon closer examination, it becomes evident that the term
"oerformability” is vague and has never been adequately defined:
The term "performability” appears frequently in transtator’s
prefaces, used to suggest that the translated text is more
congenial to eventual performance than other translations
-~ which do not have this ¢riterion in mind. Reviewers often
note with enthusiasm that a translation may be "performable”,
but attempts to ascerta1n preC1se1y what this means run inte
stony ground.
| Bassnett (1990:76)
Yet the term "performability” cannot be disregarded, because
there is most definitely a difference between & play text which is

performable and one which is not.

Bassnett points out that the term performability fills a "void® in terms
of the theory of the "relationship between the written and the
performance texts" (1990:77). She furthermore points out that

18
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performadility $s them linked to another “imaginary, meaningless but
over-used term" faithfu]ness: .
For whilst the translator constantly grappies with the
problem of what faithfulness means, the franslator of a
theatre text is also grappling with the problem of what the
relationchip between the writien and the performed may mean.
“Performability" fills the gap; and it also serves as a way
of enabling the translator o take gieater 1iberties with the
source text than many might deem .cceptablie in the interests
of the mythical *performability™ of the end product.
| (1990:77)
Whatever the case may be, it is very imporiant that the translator should
never loose sight of performability as most of the translated drama texts
are performéd first and are sometimes never pubiished. What. is needed,
is a clear, well-defined definition of performabitity which is a
fundamental term in drama transiation theory and therefbre cannot be

discarded merely for reasons of ambiguity.

The emphasis on the performability of a {ranslated drama text and the
interdependence between the drama text and its performance give rise to
a problem, namely that some Shakespeare texts which were translated into
Afrikaahs in the past, have become “"musetm” texts. These texts are ne
Tonger or have never been performable or playable nor are they accessible

to the modern Afrikaans theatre audience. But why?

It is obvious that the so-called historical transiations are no longer
dramatically accessible to modern Afriksans theatre audfences, because
the transiators, in accordance with the conventions of language usage in
Afrikaans Titeraturs during ‘that time, deliberately strived for a

poetization of language usage. It is precisely this type of archaic

16
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Tanguage usage - in translations such as L.I. Coertze’s "Macheth" (1948)
and D.F. Malherbe’s "Die Koopman van Venesid" {(1949) - which has
implications in terms of the performabiiity of these texts today as well

as the reception of the transiated text by tlie modern audience.

In the pre1iminafy data and macro-ievel analysis of all the Shakespeare
translations in Afrikaans which foiluﬁs in 2.3 and 2.4 of this chapter,
the.transTations will aiso be §iscussed in the above terms, i.e. whether
they have been performed or not and if they'have been performed, the date
of the performance. The Tatier point is important as it will give some
indication as to the ?éasons for various translations of one Shakespeare

play at different times {Haag, 1984).

2.2 Shakespeare in Translation

Shakespeare’s theatre company, 7The Chamberlain’s Men, performed
Shakespeare plays in Holland and Germany in the early seventeenth
century, and Dutch and German translaiions appeared (Leek, 1383) soon
afterwards. This was but the beginning of a trend which is still very

much in evidence today.

Shakespeare plays have been exiremely widely translated - from Czech to
Sotho ~ and are still being transiated, for example the translation of
"Cymbeline® {1992) into Afrikaané by Tjaart Potgieter- Shakespeare
tranclations and the performance oflghakespeare plays often constitute
an integral part of a culture’s Titerary and theatrical tradition as is

the case with Shakespeare transiation into German.

17
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Shakespeare has been translated into Afrikaans since the 1940s. However,
1ittle is known about most of the transiations. It is the aim of this
preliminary data and macro-level analysis to obtain more information

about the Afrikaans Shakespeare translations.

To date, there are thirty-two Shakespeare translations into

Afrikaans. Only two of these translations have not been obtained as they
are unpubiished and are not lodged with DALRO, i.e. "’'n Somernagdroom”
(1975) transiated by Roelf Laubscher and Gildenhuys’ adaptation of
"Hacbeth” {1972) :ranslated by Eitemal. DALRO (Dramatic Arts and Literary
Rights Organizatioql is an organizatioy which, amongst other things, aﬁts
as a library or archiéé of unpublished theatre iexts. Mo#t of these plays

‘have been performed but not necessarily published by a publishing house.’

Due to the large number of texts which will be analyzed in terms of
preliminary data and the macro-ievel, the texts will be grouped according
to translators and the ftransiators will, in turn, be grouped
a1phabética11y. The detajled aralyses are contained in Appendix B as only

the conclusion about the research will form the body of this chapter:

2.2.1 The rise and the establishment of the Afrikaans professional
theatre

It is important to take a brief look at the rise and estéb1i;hment of the
Afrikaans professional theatre as these developments have direct bearing
on the production of Shakespeave translations.

Before 192% Afrikaans theatre was entirely in the hands of amateurs

18
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(Kannemeyer, 1984: 97} end it was only after the arrival of Dutch
divector Paul de Groet in 1924 that the first . professional theatre
company was established 1n7§925. Some of the members were Wena Naudé,
Hendrik and Mathilde Hanekom and André Huguenet (Kannemeyer, 1984:98).
They were vesponsible for the production of plays shch as "Huistoe" {a

translation of Sudermarn’s "Heimat" ) and "Poppehuis® (a transiation of

Ibsen’s "Doll’s House"). The majority of Afrikaans plays performed at

that time were translations. Other theatre companies were formed and they

not only performed in cities, but also toured the platteland.

In 1938 the "Federasie van Amateurtoneelvereniginge in Suidelike Afrika"
(F.,A.T.S.A,) was founded by different amateur groups and in 31?45
F.A.T.S.A. proposed the establishment of a state supported theatre. This

finally resulted 1in the establishment of the "Nasionale

| Toneelorganisasie"” (Nationa1 Theatre Organ{sation) or N.T.0. in 1947

(Kannemeyer, 1984: 284},

Thé astablishment of the N.T7.0. in 1947 ied to improved stﬁadards and
professionalism of theatre productions, However, the N.T.0 was faced with
various problems such as the lack of funds and especially the vast
distances the theatire company had to travel to stage productions on the
p1aﬁteland. Problems<;§ucﬁ{fas the above eventually led to the
establishment of regionaj;ﬁerfprming arts councils, namely CAPAT, PACT,
NAPAC and SUCOVS, in 196% (Kannemeyer LI, 1084: 254).

New theatres were bujlt, such as the Mico Malan in Cape Town, and drama

departments were established at the following Afrikaans universities:
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Stellenbosch, Pretoria and the Orarge Free State. Actorsiware able to
receive professional training and many talented new actors such as Marius

Weyers and Carl Trichardt came to the fore (Kannemeyer II, 1984: 254).

The regional councils acted as a stimulus for the development of
Afrikazns dvama by commissioning works fram authers such as D.J. Opperman
("Voélvry") and N.P. van HWyk Louw (“Germaw{pus?) {Kannemeyer 11, 1984:
254). Transiations of classical and contempﬁrary plays by, for example,

Sophiocles, Shakespeare, lIbsen and Brecht were also commissioned.

It was during this period - from 1965 to 1975 - tnat the most Shakespeare

translations were performed and pubiished., The wﬁiyﬁity of these
imgrticular and

s i

transtations were commissionad by CAPAB and PACT in

[ r———————

especially for the four hundredth anniversary of Shakgspeare’s birth.

i
4
2
"4
‘4

2.3 The Afrikaans Shakespeare Translatiens C f
There are three périods into which the translations can be divided: 1945~ éﬁ
. 1959; 1965-1976 and 1982-92. A
2.3.1 The first Shakespeare tranyiations in Afrikaans: 1945-1950 %%
The first Afrikaans Shakespeara translation was published in 1945 and it §
is a translation of fHam]et“ by L.I. Coertze. Coeiritze subsequently §
translated "Macheth® 1wh1ch was published in 1948. D.F. Malherbe é
translated and published “Die Koopman van Venesigé" in 1949. : E
A characieristic of the above translations 1s the typa of Afrikaans used. li
It is an "&rchajc®, poeticized Afrikaans. The vresult is an unnatural é
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A.rikaans which seems strange to most contemperary audiences and is no

| Tonger accessible ﬁp a con.emporary audience. Target audience

accessibility could also be a reason for the subsequent retranslation

of these texts.

After an interval of nine years anrther Shakespeare translation was
published in 1958 (by DALRO) - “Somernagdroom" transiated by Joan Brink.
This text was performed;by Pro Arte at the University of Fretoria. In
1959 D.P. de Klerk’s "Hamlet" was published.

2.3.2 1965-1976 -
As has alteady been mentioned, this peried saw a virtual "boom" in tie
productich of Shakespeare translations. A.S Pohl, for example, translated

six Shakespeare plays and Eitemal four.

A1l four of the plays translated during the period 1945-1959 were
subsequently retransiated during the period 1965-1976. It 1s interesting
to note that "The Winter’s Tale", which was first translated in 1970 by
Pohl, was retranslated by Eitemal in 1975.

Apart from the Roman tragedies - which are "Antonius en Cleppaira"
(1969), "Coriolanus" {1970), and Julius Caesar" (1966) - and the early
tragedies - "Titus Andronicus®™ (1970) and "Romeo en Juliei/Jdulia" (both

1978), four major tragedies were translated. "Hamlet" was férst

translated in 1945 and then again in 1959, Eitemal retransiated "Hamlet®
in 1973. Krige’s translati.n "Koning Lear" (1971) and Pohl’s translation
of "0thello" (1976) are the only translations of those two tragedies.

21




"Macbeth® was first translated by L.1. Coertze in 1945 and was

retranslated by Eitemal in 1965. Eitemal’s transiation was subsequently

e L e

adapted by Jannie Geldenhuys in 1972,

It becomes clear from the preliminary data and the macro-level analysis
of the trans]ations'that the comedies are transiated more often than the
other Shzkespeare genres. Ihere are, for example, four transiations of
"Midsummer Night's Dream” and three of these were translated during the
period 1965-1976. It was also during this {ime that "The Winter’s Tale”
was ;rans1atad by Pohkl (1970) and Eitema1-¥§975). ?Eu of the most
succéssful productions of comedies were Brink’ﬁfhxinﬂéls innie kabel®

(1971) and Krige’s "Twaalfde Nag" (1967). ' i

2.3.3 The revival of Shakespeare translation in Afrikaans
Apart from Nerina Ferreira’s translation of "The Taming of the Shrew" -

S TUUTE P,

. "Vasvat van ‘n Feeks" - which was performed and published (by DALRO) in

I IERGILA Y et i,

1982, no further Shakespeare translations were published or performed
until 1968, '

The revival of Shakespeare transiation in Afrikaans cccurred when Tjaart
Potyieter was commissioned by PACT to transiate "The Tempesi™ in 1988,

There are two versions of Potgieter’s translation "Die Storm". The first .

is a more literal, complete translation and aithough it was not staged
by PACT, drama students from the Pretoria Technicon produced and staged
this version, It is also this version which was used for the micro-Tevel
o analysis of the 1imagery. The second version of "Die Storm" has been
adapted in cooperation with the director, DMeter Reible, Ffor the PACT

22

T AN VA MO~ ™ T2 = o, it o e s s bt
E e Lo [



[;!

production. An example of an adaptation.or change made to the second
version, is the omissioﬁ of the masque and the dramatis personae who
feature in it. In this version a iree épirit has been added to the
dramatis personae and coyld be seen as compensation for the omission of

the masque.

"He Sakeman van Venesié" ("The Merchant of Venice®) was transiated by
Potgieter 'n 1991 and was-also staged by PACT. The play was adapted to
a modern setting. It is also interesting to note the change in the title
from that of the earlier translations by Malherbe and Pohl: koopman has

now become sakemen (businessmanj.

The Tast Shakespeare transiation to date was also done by Potg{ater. He
translated "Cymbeline" {1992) for PACT. Once again Dieter Reible was the
director. Some of the dramatis: personae have been omitted. A reason “ir
these omissions could be that funds were Timited and an extensive cast

could not be used,

2.4 Details about the Translations

A1l the translations are indicated as translations and this is important
as research within a DTS framework always staris with observational facts

(Toury in Hermans, 1985: 18).

2.4.1 Published and wnpublished texts
As Leek (1990) points out, it is very ‘important to distinguish between
transiations which have been transiated to function as playscripts and

those which function as literary texts. This distinction is important
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hecause 1t will immediately have bearing on the existence and nature of
: metatexts. |

_'- | 1
; = Consider first of all the distinction between unpublished and published 5?%
5 texts. Many of the translations have been published by DALRO in the form _fg
of playscripts. Some texts are only lodged withiDﬁLRﬂ, for example 3 §
"Cymbeline™, and have not been published by DALRO. "Antonius en 1%
Cleopatra™ (Poh1:1969) and "Vasvat van 'n feeks" (Ferreira:;1982) have 'L%
been published by DALRO. Other texts, such as A.N.-Pohl’s Othello, weve i%
first pub1ished by DALRO and then by other puhiishing houses - in this ‘%
case Human & Rousseau. This is probabiy due to the success of the stage jﬁ
production and the subsequent <interest in the playstript as a written fﬁ

: text (but mot as a literary text). |
Most of the texts have, however, been published by publishing houses and i
it is these text which are referred to as published texts. The majority i
of publishad texts have been performed and were published subsequently. E
_ In such a case, the names of the cast and the date of performance are i
l . usually indicated. As far as could be determined, oniy two of the éé
. published have never been perfermed. "Titus Andronicus" (1970), .§
%&h(‘gﬁ lﬁfanslated by Breyten Breytenbach, was never intended to function as a §
_ ; playscript and has never been performed. Kroeze’s translation "Romeo en :
v Juiia™ (1975) was net performed either, but it is not clear whether or :g
! ) not his intention was to produce a literary text or a playscript. :E
‘o !
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2.4.2 Hetataxts

The majority of the texts do not contain metatexts apart from the
occasional dedication. Only three of the translated texts are indicated
as being adaptationsﬁ "Kinkels innie Kabel” {André P. Brink), "Die Storm”
{version 2} (Tjaart Potgieter) and "Cymbeline® (Tjaart Potgieter).

There are explanatory noies at the end of Eitemal’s ifranslation of
"Hamlet" {1973). D.P. de Kierk ‘s "Hamlet, Prins wan Denemarke® (1959)
contains explanatory notes and an introduction by H.A. Fagan., The rest
of the metatexts, howevar, are in the'form of_prefaces or introductions.
Uys Krige’'s preface io "Twaalfde Nag;ll (1967) is the Jongest and mosi
detailed preface in which he also addresses some of the translational
difficulties he encountered. Brink added prefaces or introductions to all
three the translations - "Richard III* (1969), "Kinkels innie Kabel"
(1971) and "Romeo and Juliet” (1975). L.I. Coertze also added a short
preface to his-trans1at16ﬁ of "Macbeth" (1948). The Kroeze transiation
of "Romeo en Julia" (1975) is the only text which features a short
biographical sketch of the trgns]ator.

The lack of metatexts in general could be explained in terms of the
function of the translations. When these texts functioﬂ as playscripts,
any metatexts in the form of explanatory notes and introductions woutd
be of very Tittle or no use to the target audiencé, and would maké_no
contributien in térms of target audience accessibility. From the
preliminary data and macro-level anaiysis, it can bé seen, however, that
some translators added introductions or notes to the text before

publication.
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2.4.3 Names of the Dramatis Personae

As a generai rule, the names of the dramatis personae have not been

changed or Afrikaansified. There are, however, exceptions to this rule.

Minor changes are, for example, the change from Gertrude to the Afrikaans
Gertruida in D.P. de Kierk’s "Hamlet, Prins van Denemarke" (1959} and 01d
Gobbo to Ou Gobbo in D.F. Malherbe’s "Die Koopman van Venesi&" (1943).
A.N-Pohl changed and Afrikaansified the names of Launcelot Gobbo and 01d

Gobbo to Langeraad Gopse and Ou Gopse in "Die Koopman van Venesid"

{1969). A.N.-Pohl iranslated "Anthony” as "Antonius™ in "Antonius en -
Cleopatra™ (1968). It 1is also in "Anionius en Cleopatra™ that the

spelling of Charmian is changed to Kharmian. Eitemal makes a similar
change in "Die Wintersprokie" (1975) by changing the spelling of Florizel

to Florisel which could be for pronunciation reasons.

It is also Eitemal who changed and Afrikaansified q?e names of some

dramatis personae in “Midsomernagdroom” {1974}, for example, Quince
became Piet Plank; Bottom became Buks Belle; Fliait became Bertus Blaas
and Starveling became Manus Mierman. In ®'n Somernagdroom" (1958} Joan
Brink alsn changed the names of some dramatis personae, but instead of
inventing original Afrikaans for the personae, she only translated the
names into Afrikaans, for example: Quince became Kweper; Boitom became

Bodem; Flute became Fluit and Starveling became Sterweling.

André P. Brink Afrikaansified the names of the dramatis personas in
"Kinkels imnie Kabel" ("Comedy of Errors®™) completely as he had alsa

changed the location or setting of the piay from Ephesus to a Coloured
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community in a fishing village near Cape Town. Al1 the nawes have been
changed and Afrikaansified im such a way that it reflects the way in
which the Coloured community speaks & specific type of Afrikaans. Some
examples are sdlinus who became Sollie; Egeon became Aikona; Antipholus
became Apools and Bromﬁp became Drommel. {(For a comﬁTeta Tist of_a]1

dramatis personae in “"Kinkeis innie Kahel", see Appendix B}.

The most famous and most spoken about changes to the names of dramatis
personae appear in Uys Krige’s "Twaalfde Nag" (196?). Krige
Afrikaansified the names of two dramatis personae: Teny Belch became

Tobig Wynvat and Andrew Ague-cheek became Andries Bibberbakkies.

It is ¢lear, from ihe macro-ievel analysis of the translations, that the
" ghanges to the names of dramat%s personae usually occur in the comedies
suéh as "Kinkels dinnie kabel™ (1971), “Twaalfde nag" (1967) and
"Midsomernagdroom® (1974). In the case of the comedirs, the ﬁémes of the
dramatis personae often mean something and if the original name is
retained, such meaning is lost to the target audience. This would have
some impTications in terms of target audience acce: islity. When
changed, these names become conceptually accessible to the target
audience. Very often the humorous implications of these names are then

conceptually accessible and are no lenger lost to the target audience.

2.5 General -0h§grgati ons

The information whicﬁ this descriptive analysis of all the Shakespeare

translations has yielded, is indeed very interesting. Shakespeare is
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very much "alive and well" in Afrikaans and particularly in_Afrikaans

theatre as can be seen from the recent revival of Afrikaans Shakespeare
productions. Although the most recent Shakespeare transiations for the
theatre can probably bé considered as adaptations {for example, sgtting
the play in a modern context or omitting some of the dramatis personae),
it is a trend which is becoming increasingly evident in a11.Shake5peare

productions, and not only those produced in translation {lLeek 1990).

This trend is closely linked with the notion of target audience

accessibility and, in terms of the evidence at hand, does not detract

from Shakespeare’s original text. It must always be kept im mind that

Shakespeare texts are the products of the theatre and were in fact

amended, augmented and adapted with the help of the actors. If, for
example, changing the setting and Afrikaansifying the names of the

dramatis personae means ihat the text becomes"more.accessible to the

target audience, such changes would be Jjustified in the eyes of'

Shakespeare the theatre man. There is no point, after all, in producing
a play which is conceptually and 1inguistically inaccessible to the

target audience.

It was mentioned in the introduction (Chapter 1) that European countries
such as Germany and Holland have & tradition of Shakespeare translation
and criticism. South Africa, or rather Afrikaans, also has a tradition
of Shakespeare translation: thirty-iwo Shakgspeare translations cannot
be dismissed or brushed aside. Shakespeare frans1atians also form the
largest corpus of transiated texts in Afrikaans. Although there are the

"museum texts® (texts which are not performed or used), there are and
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- there have been & number of texts which have fulfilled the function of

| p]aytexté. Once again it is important to point out that, with the

exception of Breytenbach’s "Titus Aadronicus® {1970}, none of the texts
were translated to fulfil a 1iterary function: they were and are all
intended to function as playtexts. Of course the success of such a text

depends Targely on its performability and accessibility.
During ihe course of this research project, many people remarked that
Shakespeare must be "untranslatable" into- Afrikaans. The number of

existing Shakespeare translations into Afrikaans could certainiy he

considered " proof to the contrary.
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CHAPTER 23

MICRO-LEVEL ANALYSIS OF THE IMAGERY IN "THE TEMPEST" AND "DIE STORM"

3.1 The Imagery in "The Tempest®

The translation of Shakespeare imagery poses some particular problems for
the translator which are the, resuit of, for example, the¢ historical
distance beiween the Elizabethan meaning system and.the trans1atqr’s
meaning system; and the complexity of the Shakespeare original

(Delabastita 1992:7).

"The Tampest® 1$_une of Shakespedre's last plays and is in many ways one
of the mora cumplex plays, for example in terms 2f imagery. The imagery
cannot be as easily categorized as in some of the other plays, as the
categories overlap more often than not. In broad terms, the imagery in
"The Tempest® ¢an be described as sea and storm imagery, earth and nature
imagery, sound imagery and domestic imagery. Sound imagery, as Spurgeon

(1952:300) points out, is an underlying presence in most of the other

-types of imagery. Clemen, {1953:191) goes even further. He suggesis that

A1l these passages of imagery have one feature in common: they
continually act upon our senses: our hearing, smelling, tast1ng and
feeling are being appealed to.

(1953:’!"191)

v

In "The Tempest" -imagery has an additional rele, that is, to include the

¢lements in the actien and thus allowing the superﬁatura1 to play a
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considerable role (Clemen, 1953:182).

The storm and the sea are reflected in a different way in the

speech of the various characters {Clemen, 1953:183) and this obviously
is very imporiant as regards the charactefisatinn. In Trincule’s spéech,
for example, the tempest or storm is reflected in terms of his own
drunkenness when he refers to a black cloud as a “foul bombard"; a
bompard being a leather jug in which wine was stored. ff is . also
rnoteworthy that the Tanguage of the courtiers, such as Feﬁ@%nand,
‘containc very 1ittle fmagery compared to Caliban and nis mates and to
Prospero and Ariel’ (Clemen, 1953:193). This aspect will be mentjoned and

described in the micro-Tevel analysis of the imagery in "The Tempest®.

The imagery in the language of the characters also reflects different
types of nature imagery. Ariei;s language contains images of wind, fiyve
and air, whereas Caliban’s language constantly refers to images from the
plant and animal world. In a sense, Caliban acts as a 1ink between that
vorld and our worid just as Ariel acts as a 1ink between our world and

the supernatural.

3.2 The micro-level analysis of the imagery in "The Tempest®
In an article to be published in De Eeprste Lering Kwartaalblad voor
Bi,ibelvertaling en Liturgie (1992}, Dirk Delabastita points out that

omvatiende analysemodellen, die moeten toelaten particuliere
gegevens in een ruimere contexi te begrijpen. De
pmstandigheld in kwetsie is dat het vertalend herschrijven
van Shakespeare gekenmerkt wordt door een reeks ernstige
moeilijkheden van vertaaltechnische aard. Die zijn het gevolg
van de grote historische afstand tussen de Elizabethaanse
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betekenissystemen en die van de Tatere herschrijver, en
daarnaast ook van de grote tekstue1e complexiteit van
Shakespeares originelen. ® 7)

p7

— # Delabastita then continues to summarize some of the area§ in which
- | translational problems may be encountered, such as “SEakéspeares befaamde
beeldspraak. met zijn soms ﬁuise11jke, oh-puetische ﬁétaforen, zijn |
‘iterative imagery’ (onderting verbonden beelden duurhqhy de text), en
zijn ‘mixed metaphors’ (gedrongen metaforische woekeriﬁéen) {p 7: Een
brede kijk op vertaling: het geval van Shakespeare in Dg Eerste iazing
Kwartaalblad voor Bijbeivertaling en Liturgie, jaargang Il;?ffﬁummer a1,
 pprit 1992).

L | ~ The micro-Tevel amalysis coricentrates on the imagery in "The Tempest" and
| its transia&inn "Die Storm*. Iidgery is a dramatic and stylist1c Ftnol"
which the dramat1st uses to convey certa1£ messages to the aud1ence The

._ imagery may allude to a central theme of the play or gould ﬁgve an effect )
" on characterisation in terms of a character’s use of a spe&ific type of
imagery. Shakespeare uses imagery with great effec? in his plays and the
development of his use of 1m§gery can be fraced ihroughout his works. As

Shakespeare’s last complatad play, "The Tempest" is especially important

%§§f¢;\‘ in terms of imagery because it plays a "considerable role” {Clemen, 1953:
J.E- : 182). The imagery is used as a means o express the supernatural in tne
’Q

play, for examp1L

In this micro-level analysis, the imagery is .Jot isolated but rathe?

examined within the context of the piay as
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an isolated image, an image viewed outside of its context,
is ‘only half the image. Every image, every metaphor gains
full Tife and significance oaly from its context. In
Shakespeare, an image often points beyond the scene in which
it stands to preceding or foilowing acis; it 3lmost always
. has reference to the whole of the play. It appears as a cell
in the organism of the play, linked with it in many ways.
{Clemen, 1953: p 3)
It is indeed zo that the imagery in "The Tempest" points to a preceding
scene, The teppest occurs at the beginning of the play and the
corresponding images, such as those of the sea, constantiy refer back to
the storm and act as z ceminder or an echo of what happened at the
beginning of the piay. From the second scene onwards, these images "flow
through the play" (Clemen, 1953: p 183). Images do occur in different
forns, such as similes, metaphors and personification:
| and the sea mocks our

frusirate search on land. e 3
(111.3.10-11) S '

The micro-level analysis will thus;;bmmenge with the sea and storm
imagary. The development of the sea ;.d storm imagery will be traced
chrono1ogiéﬁ1ly through the course of the play and observetions will be
made about the manner in which different characters describe the sea and
the tempest. Subsequently the imagery of earth and nature, which includes
plant and animal life, will be analysed. Imagery pertaining tofthe
senses, such as sound, wili also be analysed. Shakespeare also uses
jmagery that is of a distinctly prosaic nature and which, for the
purposes of this analysis, will be referred tg as domestic imagery and
will be analyzed last:
| sortidge. He receives comfort 1ike cold
(I1.1.10-11)
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The imagery or images are not exclusive and do overlap mosi of the timg.
What is meant by this is that a sound image could contain other elements
such as nature and, in this case, animals:

we heard a hollow burst of bellowing

Like bulls, or rather Tions. Did’t not wake you?
It struck mine ear most terribly.
. (11.1.315-317)

Evidentl) sach an overlap poses some problems for the classification of
the imagery; Thus to avoid the unpecessary repetition of anaTyseﬁ, the
dominant element in the dmage will be used as the basis for

classification and mention will be_made of the secondary elements.

It has been mentioned that the imagery forms a part of the text as a
whole and shouid therefore not be examined in isolation. The ‘imagery will
be discussed in terms of each category and the images will aisa be
discussed in chronological order. In this manner, it will be possibie to

incTude some observations about Shakespeare’s dramatic art and the

position of'é narticular typefdf image in terms of the play as a whole.

It is not feasible tﬁ organize the analysis of imagery on the basis of
character as this implies a "mixing" or "intermingling" of images which

would render the discussion of imagery themes extremely difficult.

3.3 Hethodology

The methodalogy of the micro-Tevel anmalysis is based on two models for
descriptive transTation analysis, namely the Lambert and Van Gorp model
(in Hermans: 1985) and the Van Leuven-Zwart mode! (in Target: 1989,
1991). |
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The concept df the micro-level itself was taken from the Lambert and Van
Gorp model. The details provided for in this model were found to be
inadequate and unsuitable for the ana]ysis of imagevy. The Van Leuven-
Zwart model contains detailed categories and sub-categories for the

description and comparison of the translation and its original.

The details of this project do, howaver, differ from those of Van Leuven-
Zwart’s model. For example Van Leuven-Zwart focuses on marrative texts
and the micro-level analysis precedn: the macro-Tevel analysis in her
model. One of the most important adaptations made fo tne model is the use
of a tertium comparationis instead of an architranseme (ATR}. The
importance of the process of establishing a tertium comparationis has
already been discussed and the tertium comparationis has been established
(see Chapier 1). The categaries and sub-categories of'the Van Leuven-
Iwart model are very detailed and are Tinguistically-based. As this
project does not aim to analyse the imagery to such an extent and on such
a linguistic basis, it was necessary to adapt these categories
substantially. It was also necessary fo establish a category for those
images in which no substantial shifts in terms of the other categories
occurred. It is, however, very important to point out that the
categories are not always abselute as will be shown in the micro-level

analysis.

The categories as adapted are:

- transposition
- generalization

- - specification: intensification

cultural adaptation
explication

35 .




- mutation: deletion i
addition
change in image -

For the sake of clarity, symbois will be used for ithe analysis. A
specific symbol will be assigned to each category and these symbols are
as follows:

- transposition: m
- generalization: GEN[ 1
- specification:
intensification: INT[ ]
cultural adaptation: CULADAPT[ ]
explication: EXPL[ ]
- mutation: :
deletion: #DEL
addition: #ADD
change in image: #CGE.IM

An example of ﬁgch an analysis is:

[Prospero]

_ now ne was
Tae ivy which had hid my prancely trunk,
And sqcked my verdure out on‘t.

I.2. 85 87

' '  hy was ‘n klimop wat
My toegerank het, en soos ‘n parasiet
het hy die lewe wit my uit gesuig,

Analysis: = + GEN [ivy ~ Klimop] + INT [parasiet]

The symbolic analysis can be explained as follows:

The = indicates that the image was transposed from the ST to the T7. The
+ indjcates that an element has been added to the image or provides more
details about the transposition. In the case of the above example,
intensification took place with the addition of the word "parasiet”. Thus
the GEN indicates generalization with the details set out in the brackets
.[ivy = k1imop]. INT indicates 1nten51f1cation and the details are seu
out in brackets [parasiet].




for RRWES- 5

3.4.1 Sea and Storm Imagery

The tempest or storm takes place in the first scene of Act I “and
everything derives or develops from this beginning™ (Clemeh, 1933: p
182). This is a very unusual phencmena as the catastropbe usually uccurs.
in the middle or at the end of the play. In such a case, the imagery is
used as a method of preparing the audience for what is to come or can
even act as a premonition. In "The Tempest® it is a different matter. The
imagery acts as an echo or reminder of what has already hapoened.

Shakespeare also . uses imagery in I.2. to link the storm which washed
Prosperc and Miranda onto this istand with the storn that has just been

witnessed in 1.1.

i. [Miranda)
Put the wild waters in this roar, allay them.
The sky it seems would pouy down st1nking pitch,
But that the sea, meunting to th' we1k1n s cheek,
““' Dashes the fire out. 12, 2.5

Wat die golwe so oproerig wild maak bresk,
| Laat dit bedaaw! Dit 1yk asof die lug
A Stinkende klotse pik l1aat neerstort in die
seq,

Maar dan klim die water weer die hemel in
En blus die viamme wat, daar brand.

Analysis: = + EXPL [welkin’s cheek - hemel]

'] ' 2, [Prospero]

To cry 1o th’sea that roared to us, to sigh
To th’winds, whose pity sighing back again
Did us but 1ev1nq wrong.

1.2.156-158

Om vir die seg te huiT wat teen ans woed; om
te sug
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Vir die winde, wat'in bejamuering vir ons

teruggesuy het
En ons net liefderik skade berokken het

An_a_!xg'j i =

3. [Ar<s1] e
~ . A1Y but marinees
Plunged in the foaming brirs, and quit the vessel,
Then a1, afire w1th w-
- I.2,211-212

: Almal
behalwe die matrose
Het in die skuimende sout see gespring, en

die skip verlaat
Toe aral-oor aan die brand met my:

Analysis: « 4 EXPL [brine -+ sout see]

4, [Prospero]

: and think’st it is much to tread the ooze
Of the salt.deep,

To run upon the sharp wind of the north,

To do me business in the veins o'th’earth

When it 1s baLﬁd with frost.
1.2.252-255

l L en jy dink dis moeife
: Om die sout welling uit die diepies te

o betree,
SRS Om op die skerp kant van die noordewind te

hardloap,
Om my werk te doen in die are van die aarde

Ak As dit met ryp deurtrek is.
e | Analysis: = + #ADD [skerp kant] + $0GE. IN [baked ~ deurtrek]

U - 5. [Ariel]
. Fall fathom five thy father 1ies,

SR Of his bones are coral made;

LG : Those pearls that were his ayes;

i . . Nothing of him that doth fade,

k L But doth suffer a sea-change
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Into something rich and strange.
Sea~-nymphs hourly ving his knell:
' 1.2.397-403

Yyf vadem diep het jou vader gesink;
Sy beendre word verander in koraal;
Waar sy of was sal paérels blink;
Niks van howm sal onit verskraal,
Maar deur die see se wWisselKkrag
Verander word tot ‘n vreemde prag.
Dis meerminne wat sy doodsklok 1ui:

ang!ggis: -

6. [Ferdinand} : _ -
. Who with mine eyes, never since at ebb, beheld

The King my father wracked.
' 1.2.436-437

Wat met my eie od, sedertdien in volle vloed,
Die Koning my vader sien verdrink het.

Analysis: =

7. [Francisco) o
I saw him beat the surges under him, El
| And ride upon their backs. He trod the water,
) Whose enmity he flung aside, and breasted
b The surge most swoll’n that met him. His bold head
. 'Bove the contentious waves he kept, and oared
. - Bimself with his good arms in lusty stroke
l o To th'shore, that o’er his wave-worn basis bowed,
As stooping to relieve him.
o 11.1.116-123

Ek het gesien hoe hy die golwe onderkry
En op hulle rle ry. Hy het water getrap,
:D1e vyandskap daarvan opsy géslinger, en teen die
; Grootste golwe in sy borskas groot gemaak. Sy
e brawe kop _
Het hy bo die bakleiende golwe gehou, en met sy
kragtige arms
Die water deur geroei met energieke hale
Tot by die strand, wat oor die golfgevrete roise
Afgebuig het asof dit hom wil ved.
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8. [Alonsc]
Thou dost talk nothing to me.
Jou woorde is net wind vir my

[Gonzalo] i

I do well believe your highness, and did it to

minister occasion to these gentlemen, who are of such
sensible and nimble Tungs that they always use to laugh
at nothing.

Bit kan ek wel glo, u majesteit, - ek het maar net

s0 aangegaan om hierdie menere ie plesier, want

hulle Tonge is so sensitief-aktief dat hulie vir

wind ook lag.

£..4]
[Gonzalo]

Who, in this kind of merry fon11ng, am nothing
to you; so you may continug, and laugh at nething still.

11.1. 176 -179, 181-182°

Wat, met al die belaglike gebahbel, teen die wind
in praat - 50 gaan maar voort om v1r die wind te
1ag _

nglzg_; #ADD [nothing - wind]

9. [Antunio]
They fell together a11 as by consent.
They drOpped, as by a thunderstroke
. I1.1.206-208.

L Hulle het almal omgeval, asof dit afyespreek is.
* . - Omgekap, asof die weeriig hulie gesiaan het.
Analysis;: =

10. [Antonio] ‘
We all were sea-swallowed, though some cast aqain

LR

Is1ons almal deur d1u see ingesluk, aI is party nouw
we
Wear uitgespoeyg

Analxsis:;- EXPL [sea:éﬁél1owed + deur die see ingesluk]
11. [Sebastian]

10
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Well, I am standing water.

~ Wal, ek is soos onberoerde water.

Anal ' =

[Antun1o]
1’1} teach you how to flow

En &k sal jou leer vToei.

Analysis: =

[Sebastian] _
Do so. To ebb

Hereditary sleth instructs me. E

Nou goed. My ingebore
traagheid
Is wat my stﬂhoui ]

Analysis: #DEL [ebb -+ stiihou]
[Antonio]
Ebbing men, indeed,

Most often do so near the bottom run
By their own fear, or sloth.
I1.1.325-329; 332-33

Dis traagheid of vrees wat 'n mens dikwels so -

balas
Dat jou skip van voorspned Taag in die water 1é

Analysis: #CGE.IM [most often do so near the bottom run - dat jou skip

van voorspoed laag in die water 1&] + #DEL [ebbing men - mens]

12. [Alenso]
and the sea mocks
our frustrate search on land
111.3.10-11

en die see spot
Ons nuttelose soektog hier op land.

Analysis: =
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13. [Ariel]
the never-surfeited sea
Hath caused to belch up you, .
' I11.3.56-57

: _ die
Nimmerversadigde see gebruik om julle hier op die

eiland
Uit te spoey,

Analysis: = + GEN [beich up » uitsﬁbeg]

14. [Prosperol
' called forth the mutinous winds,

v.1.42

die winde'laat muit,

Analysis: = B ﬁ

15. [Prospero]
Their understanding
Beging to swell, and the approaching tide
Will shortly fi11 the reasonable shore
That now Ties foul and muddy. .
‘ V.1.79-82

Hulle verstand was

aan
En die inkomende gety sal binnekart
Die strand van rede gupsﬁﬁg1 wat nou so moddervuil

daar 18&. : e

’;"".‘"

Analysis: = + INT [fi11 - copspoel]

16. [Ferdinand]
Though the sea threaten, they are me§c1f¥}i
: d.

RI dreig die see, is hy genadig.
Analysis: m
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3.4.2 Earth and Nature Inagery

Fruits, plants and animals appear in the imagery in "The Tempest“ with
more abundance than 1ﬁ most of Shakespeare’s other plays. Ciemen
(1953:187) points out that the p1ant and animal worid in "The Tempest®
is not as poetic, Tovely and "E1i%: m.han“ as in "A Midsummer Night’s
Dream". In the plant world, for examp1e, there are more roots, weeds and

fruits than flowers.

1t is also important to note that Caliban speaks mostiy in terms of earth

and nature imagery. When cursing Prospero, his use of earth and nature

imagery is especially vivid (1.2.321-323). Prospero also refers to

Caliban in terms of earth and nature imagery and even addresses Caliban
as "Thou earth" {1.2.314). The masque, featuring Ceres,_dung'and Iris,

consists almost entirely of nature and earth imagery.

1. [Prospero].
now he was
The ivy which had hid my princely trunk,
And sucked my verdure out on’t,
. 1.2, 85-87

' hy ﬁas 'n kiimop wat
My toegerank het, en soos ‘n parasiet
het hy die Jewe uit my uit gesuiqg.

Analysis: = + GEN [ivy - Kiimop] + INT [parasiet]

2. [Ariel]
The King’s soh Ferdinand
H1th hair up-staring - then 1ike reeds, not hair -
1.2,212-213

die koning
se seun Ferdinand
Met hare penorent - foe meer soos r1ete as.
s00s hare -
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Analysis: =

3. [Prasperol
- Stavet Caliban}
Thou earth, thou, speak!
1.2.313-314

$laaf! Caliban!
Klinsteen jy, .Jy daar] Praatl

Analysis: $CBE.IM [earth - Klipsteen]

4. [Catiban]
~ Bs wicked dew as e’er my mother brushed
With raven’s feather from unwholesome fen
Drep on you beth, A south-west blow on ye
And blister you a1l o'ev,
' © 1.2, 321-324

, ' - So bose dou as wat my moeder ooit _

P Met kraaiveer afgeborsel hei van ongesonde
’ moeras groeisels

Kom neer op julle albeil 'n Suidwestewind

waai gor julle:

En laat julle in bose swere uitbars!

! | §. [Prospero]
‘ Thou shalt be pinched
As thick as hnney—comb, each pinch more stinging
Than bees that made’em.
. 1.2. 328-330

Jy sal so dik
5008 heuningkoek geknyp word, elke pyn

;
i G skerper as die by

I wat die angel gemaak het.
1 } ' Analysis: =

! 6. [Adrian]

The air breathes upon us here mosi sweetly.
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[Sebastian] | | &,z?_
As 1f it had lungs, and rotten ones,
[Antonte] '

Or, as t’were perfumed by a fen.
: : o 11.1.49-51

Die lug is soos ‘n soete asem -
" Asof die eiland longe het, en vrot daarby.

Met moerasgras geparfumeer.

Analysis: =

7. [Gonzale]
How Tush and Tusty the grass looks! How
greent -

[Antonio} _
The ground, indeed, is tawny.

[Sebastian] '

With an eye of green in't.
| | - 11.1.55-57
Hoe geil en wild Tyk die grasi Hoe groen)
Die grond is 1nderdaad-90 effens gelerig.

Met hier en daar ‘n tikkie groen.

Ang]g;jgz = + GEN [eye of gréen - tikkie groeﬂ]'

8. [Sebastian] ’ *
I think he will carry this island home in his
pocket and give it his son for an apple.

[Antonio]

And sowing the kernels of it in the sea, bring
- forth more islands.
11.1.91-94

Ek dink hy diva die eiland huis toe 1 sy sak en
gee dit vir sy seun vir "n-appel.

En as hy die sade daarvan in die see saai, groel
daar weer nuwe eilande wit.
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Anzlysis: =

' K 9, [Gonzalo]
it is foul weather in us all, good siw,

When you are cloudy.
11.1.143-144

" Ons 1y almal aan die bitter weer, my
eer, -
As u gemoed bewalk is.

Analysis: = + INT [1;]

10, [Caliban] Bu
u

i Far every trifie are they set upon me;

Ky . Sometimes 1ike: apes, that mow and chatter at me,
% And, after bite me; then Tike hedgehogs, which

b - Lie tumbling 4r my barefoot way, and mount
- Their. pricks at my footfall. Sometime am I
% A1l wound with adders, who with cloven tongues

Do hiss me into madness. 11.2.7-14

Maay
Hulle word vir elke kleinigheidjie teen my
aangehits;
P?€§ykeer $o0s ape, wal my terg en babbeslend
witlag,
_ 0 my dan kom byt; dan weer soos krimpvarkies
' Wat voor my voeiw rol, em hulile siekels uitsprei
l As ek aankom, Partykeer draai daar adders om my,
- : wat met
Hulle gesplete tonge my =l sis.

Analysis: =

i G 11, [Prospereo] .

= : but barren hate,

! Sour-eyed disdain and discord shall bestrew
The union of your bed with weeds so loathly

1. ;That you shall hate it both.

E : : Iv.1.19-22

K

k

' maar dorve

- haat,

Versuurde minagting en tweespalt sal die eenheid

} J | o




Van jul bed met sulke walylike onkruid 1aat

vergroej,
Dat juile dit albei sal haat.

Anglysis: =

12. [Ariel] :
- Then I beat my tabor,
AL which, Tike unbacked colts, they pricked their ears
Advanced their eyelids, 1ified up their nores
As they smelt the music. So I charmed their ears

That calf-1ike they my Jowing followed,
IV 1.175-179

Toe het ek wy drom geslaan;
En hulle het soos angetemde vullens hulle ore
staan gemaak,
Huile o& oopgerek, en hulle neuse in die juy '
_ Want hulie het musiek geru1k Toe betower ek hulle
ore,
B,oo Sodat hulle soos kalwers agter my gebulk aanloop,

Analysig: =

13. [Caliban]
Pray you, tread soft!y, that the blind mole may not

Hear a fuot fall.
IV. 1 194195

, Asseb11ef, Toop sagter, dat die ou bindemvl
Nie 'n tree kan hoor nie:

Anilysis: =

14. The Masque iv.1.60-133

[Iris]
Ceres, most hounteous lady, wiy rich leas
Of wheat, rye, barley, fetches, oats, and pease;
Thy turfy mountains, where live nibbiing sheep,
And flat meads thatched with stover, them to keep;
Thy banks with pionadd and twilléd brims,
Which spongy April at thy hest betrims,
To make cold nymphs chaste crowns; and thy broom-groves,
Whose shadow the dismisséd bacheTor Yovas,
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Being lass-lorn: thy pole-clipt vineyard,

And thy sea-marge, sterile and rocky-hard, -

Where thou thyself dest air - the queen o’th’sky,
Whose wat/ry arch and messenger am I,

Bids thee leave these, and with her sovereign grace
Hare on this grass-plot, in this very place, .
To come and sport. Her peacocks fly amain.

Approach, rich Ceres, her to entertain.

& ) ' =

Ceras, oorvioadskenker, met u ryke vrag

Van hooi, en gort, hawer. en vog, en kovingvag;

Rek turfgrnnd1and, waar skape rustig wei;

Digte grasveld, waterdeurdrenkte viei;

Rivier met boombeskutte walla, blombelaai

Wat kiam April op u bevel daar saal: .

Bloeisels wat koele nimfe rein bekrooni

Skaduryke besemboshosse waar oujongkéirels woon

En oor verlore liefdes treur; u trosse druiwe aan die wingardrank;
Die strand waar see en land ontmoet, bar, met roise vasgebank;
Oral waar u rustig stap - kom, weg van daar, kom hie¢:

Die lug se heerseres, met my druppelboog versier

En dien ek haar, sy het beveel dat u u ryk verlaat,

En saam. met soewereine majesteit kom dans op maak

Van vrolike musiek. Ek hoor die vlerkslag van haar pouawa.
Kom ryke Ceras, kom as my meesteres u vra.,

"analgsjgz »

[Ceres]

Hail, many-toloured messenger, that ne'er
y Dost disobey the wife of Jupiter;
) Who, with thy saffron wings, upon my flowers
Diffusest honey-drops, refreshing showers;
And with each end of thy blue bow dost crown
My bosky acres and my unshrubbed down;
Rich scarf to my proud earth. Why hath thy gueen
Sunmoned me hither to this short-grassed green?

Kl
W

Gegraet, Kleurerykdom, boodskapper van ons godin,
',_fﬁfﬁaw : a Voorloper van ons meesteres, alom bemin, :
I Jy wat met goudgeel vlerke heuning oor my bomme dou,
- Mat vegn verfris, jou boog span deur die blou
ti As kroonbrug oor my bosryke grond, blomryke veld,
Banjer van die trotse skepping. Watler vreugde kom jy meid,
Wat ons hier op die sagte gras kom vier?

Analysis: = + #DEL [wife of Jupiter]

[Iris] -
A contact of true love to celebrate,




And some donation freely to estate .
On the blest lovers.

Ons kom hier saam -

In Liefde se naam

Om ‘n verlowing te seén
Met ’'n geskenke-reén.

gngﬂy§1§: = + #ADD [lovers - verlowing]

[Ceres]

Tell me, heavenly bow,
If Venus or her son, as thou dost know,
Do now attend the quean? Since they did plot
The means that dusky Dis my daughter got,
Her and her blind boy’'s scanda]]ed company
I have forsworn.

5& my, Iris, _

0f Venus of haar seun dalik hier is,

Om ook ons meesteres te dien?  Hulle’t ’n komplot geveer
En saam mel Dis beplan dat-hy dogter moeet onivoer

En sedertdien vermy ek haar en haar blinde kind

Se agterbakse samesyn waar ek dit\moont11k vind.

Analysis: = + GEN [boy - kind] “n
[Iris] I .
Of her society =x

¢,

e~ T

Be not afraid. 1 met her diety

Cutting the c¢louds towards Paphos, and heﬁ Son
Dove-drawn with her. Here thought they fo \ave done
Some wanton charm upon this man and maid,

whose vows are, that no bed-right shall be paid

Ti11 Hymen’s torch be lighted: but in vain,

Mars’s hot minign is returned again;

Her waspish-headed son has broke his arrows, \
Swears he will shoot no more, but play with sparrows,
And be a boy right out. :

Haar geselskap hoef u mic¢ te vrees nie.

Sy of haar kind =zl nie hiar wees nie,

want ek het haar goddelike hoogheid teégekom

Op pad na Paphos deur die wolke, haar en hom,

Bie blinde kind, met duiwe walt sy kom omring.

Hulle wou met wulpse streke hierdie paartjie dwing

Om huile kuis heloftes te verbreek dat ¢'n bed hul sien

Voordat kille dié vreugde met plegtige ritveel verdien.

Maay Venus se s]inkse streke was vergeefss Mars se ligkep-flerrie
is hier weg, :

4%
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Haar seun het sy pyle in woede gebreek, ges& sy boog is sleg,
En toe gesweer hy speel voortaan met mossies, hy keer na sy

kinderjare terug.

ﬂggl!sjsz -

{Ceres]
Highest queen of state,

Great Junw comes; I know her by her gait.

Stil, ek hoor 'n ruising in die 1ug:
Juno kom, ons hoogste koningin is hier.

nal i

[Juno} _
"~ How does my bounteous sister? 6o with me

To bless this twain, that they may prosperous La,
And honoured in their issue.

Hoe gaan dit, suster, meesteres van oorvlced? Kom, 1aat ons dié
verlowing vier,

En die jong paar seén met aorvioed,

En hoop dat die toekoms hulle met geluk begroet.

Analysis: = + #DEL [issue]

[Juno]l ,
Honour, viches; marriage blessing,
Long continuance, and increasing,
Hourly joys be still upon you!
Juno sings her blessings on you.

Ere, rykdom, huweliksgeluk,
Lewenslange vrug en vreugde,
Alle seén rus op jul deugde,
duno bring in elke uur geluk,

nalysig: =

[Ceres]
Earth's increase, foison plenty,
Barns and garners never empty,
Vinas with ¢lusi’ring bunches growing,
Plants with goodly burden bowing;
Spring como Lo you at the farthest
In the very end of harvest.
Scarcity and want shall shun you,
Ceres’ blassing so is on you.
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Die vrugbaarheid van Moeder Aarde,
Skure voi en vrugte in die boord,
Trosse druiwe bring jul wingerd voori,
Koring rype en woil in duisendvag;
Lente sal in julle-lewens lay,

" Des na oes uit Moeder Aarde.

Honger en dors sal julie altyd ﬁermy
As Ceres Julle toekoms laat gedy.

ﬂ§3§11515: ] f

{

You nymphs, calied Natades, of the windring brooks,
With your sedged crowns and ever-harimless looks,
Leave your crisp channels, and on this green land
Answer your summons; Juno does command.

Conie temperate nymphs, and help to celebrate

A contract of true love. Be not too late.
You-sunburned sicklemen, of August weary,

Come hitheyr from the furrow, and be merry.

-~ Make holiday; your rye-straw hats put on,

And these fresh nymphs encounter every one
In couniry footing.

-~ Nimfe, Najade van die babeiende strome,

Met julle onskuldige gesigte em rietblaarkrone,
Veriaat julle helder kanale om hjer op die groen gras
Ons bevele te gehoorsaam: Juno is ons geéerde gas.

- Kom, rustig nife, kom dans hier en vier fees;

Dans ons . sedn op die verlowing, laat ons almal vrelik wees.
Bryingebrande sekelswaaiers, manne van die oes,

Kom op uit die koringlande, om in vrolike roes

Hier fees-te vier. Sit op julle. heoedens van gars geweef
Laat ons almél saam in vreugde leef,

In landelike feestelikheid.

< 15. [Prospero]

and more pinch-spotted maképthem
IV.1.261-262

Than pard or cat o’mountain.

i~ Taat hulle bloukelle knyp

Meer kolle as ‘n luiperd coit gehad het.
Analysis: = + #DEL [cat o'mountain]
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3.4.3 Sound lwmagery N
According to Spurgeon (1952: 300), sound is one of the dominant 1ﬁhges
. in "The Tempest®, but it is S I

more subtle than we have yet encountered, in that it is nol .
expressed through any one single group of images which fall
easily under one heading, but rather through ... a number of
jmages taken from many groups, all .Tlustrating or
emphasising one single sensation. .

(Spurgeon, 1952: 300)
It is for this reason that some 1mages'which also contain "sound” images

have been analyzed under the other headings.

i
1. [Boatswain]
What cares these
roarers for the name of king? -
I.1.16-17

Die ~~we steur
huile nie aan konings ni-.

Analysis: #OEL [roarers - golwe)

2. (Prospere}
“ : Thy groans :
I . ) Did make wolves howi, and penetvate the breasts
' Of ever-angry bears,
I 1.2.287-289

Jou gekerm
Het die wylwe aan die huil gesit, en in die
harte ingedring
Van grimmige bere;

G | Analysis: =

3. [Prospero]

R I will rend an oak,

L. And peg thee in his knoity entrails, till
S _ Thou hast howled away twelve winters.
- 1.2.294-296
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W

sal ek ‘n eikeboom
oupruk
En jou in sy knoiterige binnegoed vaspen, dat
Jy nog twaalf meer winters deur bly skreeu.

' na1x§j§: 1

‘\

'\

4, [Prospero]
1’17 rack thee with o1d cramps,
Fi11 thy bones with aches, make thee roar,
That beasts shall trembie at thy din.
1.2,369-371

sal ek jou laat vertrek van
krampe,
Al Jjou bene vul met pyn, jou laat brui,
Dat die diare bewe wat jou hoor.

Analysisg: = .

~ 8. [Ferdinand]

This music crept by me upen the waters,
Altaying both their fury and my passion
With its sweel air.

I - 2 . 392"‘394

Toe die musiek oor water heen by my
verbykruip -

En hul weade en my smart gest11 het
Met 'n soete melodie:

Analysis: =

6, [Sebastian]
we heard a hollow burst of bellowing
Like bulls, or rather Tions. Did’t not wake you?
It struck ming ear most terribly.
11.1.316-318

net ons ‘n hol gebrul hoor uitbars,
Soos van bulle, of eerder leeus. Het dit Julte nie
wakker gemaak nie? .
Dit het verskrikiik in my ore weerk]ink

| Analysis: =
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7. [Antonio]
0, ‘twas a din to fright a monster’s ear,
To make an earthquake! Sure it was the roar
Of a whole herd of 1ions.

. I . 11.1.319- 321
Hel, dit was geraas genoeg om ‘n monster te
verskrik,

Genoceg on 'n aardbewing aan die gang te sit! Dit
was beslis
Die:brul van ‘n hele irop leeus.

Analysis: =

8. [Caliban]
Be not afeard; the isle is full of noises,
Sounds, and sweet airs, that give delight and hurt not.
Sometimes a thousand iwangling instrumants
Will hum about mine ears; and scmetime voices
That, if then I had waked after long sleep,
Wil make me sleep again; :
I11.2. 136~141 : §

Moenie bang wees nie, die eiland is vo? géluide,
Kianke, en strelende musiek, wat gelukkig maak,
nie seer nie.

Soms dwarrel daar ‘n duisend share se musiek

Al om my kop; en soms kom daar siemme

Wat selfs as ek wakker was na ure se slaap

My dan weer aan die slaap sou sus;

alysis: = + #CGE.IM [twangling instruments - share se musiek}

9. [Alonso]
Methought the billows spoke, and told me of it;
The winds did sing it to me; and the thunder,
That deep and dreadful ovgan-pipe, pronounced
The name of Prosper: it did my bass trespass.

" 111.3.98-101
Ek het gedink die golwe praat, en hulle praat
daarvan, -
Die wind het dit vir my gesing, en in die
donderweer

Se diep en donker orre1k1ank het ek die naam
Vian Prospero gehoor; die ewigdurende ondertoon van
alles was my oortreding.
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Analysis: = + EXPL [it did my bass tréspass - die ewigdurende ondertoon

van alles was my nortredingl

10. [Prospero]
1 will plague them ail

1v.1.192-193
Ek sal hulle aimal, teister

Even to roaring.

Tot brullens toe.

.ﬁ;]a'l ysis: =

3.4.4 The Flements

The elements are actually found in many of the other imagery categories,

pracisely becauée those dimages contain more aspects of those
categories.Tnerefore, only tﬁo images have been isolated for this

category.

1, [Prosperc]

' Thou shalt be as free
As mountain winds; :
: 1.2.498-500

Wy sa1 Vry wees
‘soos winde in die berge;

Analysis: = )
il
2. fAriel]

The elements,
~ Of whom your swords are tempered, may as well
Wound the loud winds, or with bemocked-at stabs
Ki11 the ¢losing waters, as diminish
One dowle that’s in my plume. :
111.3.452-66
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Die elemente, wal selfs
Julle swaarde temper, kan netsomin
Die huilende winde stuit,-of met verspoite houe
' D}eiﬁater doodmaak wat altyd“weer daaroor sal
[ . S1ult,
' As wat dit een Klein veertjie in my verudos kan
skaad. -

Analysis: = + #DEL [wound - stuit]

3.4.5 Domestic Imagery
. Shakespears’s imagery is often very prosaic and refers to domestic
matters 3ﬁch as "cold porridge" (....) or even, for example to clouds in
terms of a leather jug {11.2.20-21). It is often difficult to classify
an image as it may not fall into any of the above categories., For the
‘ ':_ purébse of this project these images will be analyzed under the heading

of domestic imagery,

1. [Prosperaol

With colours fairer painted their foul ends
1.2.143

l o Met mooi Kleurtjies het hulie hul viestike
voornemens ingeklsur.

Apalysis: =

o 2, [Prospera]

o where thou didst vent thy groans
As fast as millwheels strike.

' : 1.2.280-231

én Jy het
gekreun
So vinnig soos die watermeulwiel die water slaan.

Analysis: =

b6
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3, [Prospersl
“The fringéd curtains of thine eye advance,
And say what thou seest yend.
,—-‘:__ ’ I . 2 - 408"409

| Lig op die fraaiings voor Jjou o#,
en sé my wat jy daar sien.

Analysis: = + #0 [fringed curtains + fraaiings]

4. . [Sebastian}
-0 : L _ ' He receives comfort Tike
- cold porridge.
. - 11.1.10-13

Hy ontvang die troos so0s
koue pap.

Analysis: =

o _ 5. - [Sebastian]

o Look, he's winding up the

watch of his wit. By and by it will strike.
: - 11.1.12-13

Kyk, hy wen sy slimmigheid
soos ‘n horlosie op. Die wekker gaan nou enige
oomblik lui. : '

Analysis: = + #CGE.IM [wekker]

l . 6. [Antonie]
' : Which, of he or Adrian, for a good wager;
first begins to crow? :

[Sebastian]
The old cock.

o [Antonio]
The cockersl.
11.1.30-32

Wie van hom of Adrian - ons kan hoog wed- begin
die eerste kekkel?

@: Die ou hen.

Die opgeskote haantjie.
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Analysis: w + #CGE.IM [crow - kekkel; old cock -+ ou hen]

, ' 7. [Gonzala] o :
i You rub the sore,
when you should bring the plaster. : ;
11.1.140-141

U krap die wond
oop, .
Waar u 'n pleister behoort op te git.

Analysis: = + INT [rub =+ oopkrap]

8. [Artonic] 0
© = ti1l newborn chins

11.1.£53-254

a  Be rough and razorable;

- iot nuutgebore
o . kennetjies
. Gereed is vir die skeerlem -

Analysis: = + #DEL [rough]

9. [Antonio] ' a kil
_ 1f ‘twere a kibe,
twould put me to my si. pers ;I 1.281-282
. 1 " L] =

| ) ' As dit ‘n liddoring was,
. Het ek pantoffels aangetrek.

L Ang]z;js;'-

10.  [Antoniol

G Twenty consciences .
: That stand ‘twixt me and Milan, candied be they b

A : And melt ere they moiest. .

. _ _ 11.1.283-285

Twintig yewetes,
As hulle tussen my en Milan gestaan het, _
Wel dan’t ek hulle in stroop gedoop en opgedet N
Soos lekkergoed voor hulle my sou pla. s
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Analysis: = + #ADD [hulle in streop gedoop en opgeBet soos lekkergoed

o _ voor hulle my sou piaj

11.  [Antonie]
They!™™ take suggestion as a cat laps mitk.
s :

\ 11.1.293
)

Hulle slurp wat ons voorsé op soos n kat sy melk.

Analysis: =

12, [Antonio]
They’11 tell the cleck to any business that
We sav béfits the hour.
| | 11.1.294-295

Hulle sal die herlosie Tees om elke ding te pas
As ons s& dis nou die uur daarvoor. '

Anglysis: =

13. [Trincule]
Yond same black cloud, yond huge one,
looks Tike a foul bombard that would shed his tiquor.

Yoﬁd same cloud cannot choose but fali
[0-0] I
will here shroud till the dregs of the storm be past.

11.2.20-21; 23-24;
39-40

by pailfulls.

Yo Net daai swart welk, nel

: hy, daai selle een, hy 1yk soos ‘n vieslike ou
4 sak wat enige comblik sy voggies deur die naie
gaan laat bars, .

[voi]

! " Daal dém wolk gaan emmersvoel oov ons uitgooi,

aww
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Ek draai my hier toe tot die storm
sy laaste drek uitstort.

Analysis: » + #DEL [bombard (leather jug) = sak] + #ADD [dém] + #CGE.INM
[dregs - drek]

4. [Trincuio]
He smells Tike a fish} a » vy ancient and
f*shlike smeli; a kind of not»ofltgeégﬁ;;st puor -John,

: Hy stink soos ‘n vis; ‘n bale ou
- wrot ou vis, ‘n soort eergister se snoek.

Analysis: = + CUL.ADAPT [pcav-dohn - snoek)

15. [Stephano) .
are

is that which will give language to you, cat. Open your
mouth, This will shake your shaking, I can tell you, and
-that soundiy.

I1.7.81-84

Jier's
jets om jou tong los te maak, kﬁre] Maak oop ou
mond. Dit sal die ritteltits ult jou uit rittel,
ek sé jou, wragtag.

Analysis: = + #CUL.ADAPT [here is that which will give Tanguage to you,

cat -+ hier’s iets om jou tong Tos te maak, kérel] {cat refars to the

proverb *Ale will make a cat speak®) + INT [wragtag]

16. [Trinculo]
- Swum ashore, man, 1ike a duck. I can swim
Tike a duck, I‘11 be sworn.

[Stephano] ...
Though thou canst swim 1ike a duck, thou art made 1ike a goose.
11.2.126-127; 128-129
Aan land geswem,.man, soos ‘n eend. EK kan seos ‘n
gend swem, ek sweer.
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' Al swem Jy
soos ‘n eend, jy kan drink soos ‘nm vis.

Analysis: = + #CGE.IM [thou art made 1ike a goose -~ Jy kan drink scos 'n
vis] | ¢

17.  {Stephano]
and make a stockfish of

thee. _
11102070'71

: en ek
slaan jou dat jy soos ‘n bokkem 1yk.

Apalysig: = + CUL.ADAPT {stockfish -+ bokkem]

18. [Gonzalo] :
- Their great guiit,
- Like poison given to work a great time after,
| Now ‘gins to bite the spirits. -
. 111.3.106-108
Hulle bitier
skuld,

Soos gif wat langsaam tyd neem om sy werk te doen,
Begin nou aan hulle geeste vreet. :

Analysis: =

19, [Ferdinand]
shall never meit

Mine honour into lust,

R T

1v.1.27-28

Nooit my eer tot wellus sal versmelt nie, ]

Analysis: =

20, [Prospero]
! The stronygest oaths are straw
e To th’fire i’th’blood.

Iv.1.52-53
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Die plegtigste beloftes
Is stroo1 voor liefdesvuur.

nal ‘i:n

21, [Ariel]
His tears runs down his beard “tke winter's draps
Fraom eaves of reeds _

. v.1.16-17

Sy trane loop oor sy baard soos winterreén
Our ‘n rietdak drup. -

Analysis: =

22, [Pmspero]
And as the morning steals upon the night,
Melting the darkness, so their rising senses |
Begin to chase the ignorant fumes that wmantle %
Their ¢learer reasen,
V. 1 . 55“‘68

En spos die oggend wat die nag bastuip,

Don! . ie weg laat smelt, so verrys hul sinne,
En verjaag dle newels van onkunde wai hulle
Helder rede bewolk.

Analysis: = + EXPL [ignorant fumes -+ newels van onkunde]

3.5.1 Distribution oy imagery

The sea and storm imagery is very intense and almost violent at the

beginningbof the play and remains so throughout most of the play. It is
only once the discord between Prosperoc and Alonso, Sebastian and Antonio
has been put to an end that the sea imagery changes, becoming peaceful
and harmonious:

1’11 deliver all,

And promise you calm seas, auspicious gales '
V.1.314-315 :
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The concépt that harmony or discord amongst peoplie is reflected by and

in nature, is closely related to the Elizabethan World Picture. It 1s for

this reason that the sea or sea imagery becomes calmer and fr1evd11er

once the confiict between Prospero and the Dukes has been d1ssoTved.

As has already been mentioned, earth and nature imagevy is essentiai?;
the Tanguage of Caliban. Yet eafth and nature imagery is not exciusive
to Caliban’s speech. The masque, which contains symbolic references to
Ferdinand and Miranda’s impending nuptig}s, is the culmination of nature

and earth'imagery, Thereafter, there aré’no more earth and nature images.

3
\

With regard to sound imagery, the same occurs as with earth and nature

imagery. The "roaring" and "bellowing® abates after Act IV,

Domestic imagery is a constant feature throughout the play and is present

in the dramatis personas’s speech up to the gnd of Act V.

Examining the distribution of imagery in the whoie play we
may notice that, compared to the tragedies, we find a greater
number of lengthy passages which consist exclusively of
images. The atmosphere which permeates the whole drama again
and again concentrates and 4s focused into densely woven
clusters of images. Several times these rich and cumulative
imagery-passages occur ciose to the end of a scene...Towards
the and of the play such passages as are saturated in imagery
grow even more frequent, es§ecially in the valadictory
speeches of Prospero and in the masque. When the play has
ended there remains in our imagination /not only the
remembrance of the ciaracters which v~ saw on the stage, but
also - and perhaps equaily endur « the vision of that
strange nature world.
(Clem 959:194)
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Shalkespeare uses imagery as a dramatic “tool" in thé characterisation of

‘the dramatis personae. Some dramatis personag ave characterized by the

way in which they speak. Prospere’s speech, fo;.example, is very rith in

imagery and as'has become evideni, he is by far the one who speaks in
images the most. The imagery in Prospero’s speech is not restricted to
one category only as is sometimes the case with other characters, but

includes images from all categories.

Caliban’s speech, as has bewn indicated, consists mostly of earth and
nature imagery. Frospero, too, makes use of earth and nature imagéry when
cursing or threatening Ariel, for exéhpie (1.2.294-296). The masque is
the culmination of all earth and nature imagery as has already been
indicated in 3.5.1. Here nature is depicted as a symbol of fertility and

the imagery is very Jush bounteous.

Domestic imagery is found throughout the play, and is used extensively

in the speech of Stephano and Trinculo. Trinculo, for example, refers to
the storm in terms of domestic {magery (which also serves to refiect his
drunkenness). He refers to a biack.cloud as a "foul bombard”, & bombard

being a 1eather jug in which wine was kept.
It 1is, howaver, noticeable that the courtiers - Alonso, Sebastian,

Antonio and fFerdinand - "speak in a language which contains very 1ittle

imagery™ (Clemen, 1959:193) in comparison te the other characters.

4
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3.6 The translated imagery and the transliation

From the microfievei analysis it can be seen that the imagery has indeed
been transposed from the ST to the TT 'without substantial _shifts

occurring on the micro-level.

"Die Storm® (vérsion 1);53 known as the more literal translation of "The
Tempest® and it is indeed a Titeral transiation. However, the micru-level
analysis clearly ‘shows that a literal translation of a Shakespeare teit

1s possible and that it is accessible to the target audience. In the

~majority of the. images, there has been transp051tion without any changes

to the trans1ated image.

Shifts in terms of generalization and intensification do occur. These
shifts do not seem to increase conceptual or 11nguistic accessibi11ty.
Intensification in particu1ar is used as a dramatic tool. By intensifyin
the images, the images. become more vivid and graphic. An example of this

can be found in point 7 of (3.4.5): rub becomes gopkrap.

Expiicat1on occurs when it is necessary to make the image or part of the'
image more accessible. An example would be welkin’s cheek which becomes
heme] in the Afrikaans text.

Shiffs in terms of cultural adaptation only occur when it is necessary

to make the image accessible to the target audience, for example when
stockfish becomes bokkem and poor-John becomes snoek in the TT.

With proverbs, there is ofien an overlap between cultural adaptation and
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a change in the image. Cultural adaptation may recessitate a change in’

the image in order to make the pruverb accesstuse to the target audience
by asing an equivalent Afrlkaans expression: thou art mggg 1ike a goose

becemes Jdy kan dyink soos n vis {point 16 of 3.4.5). In other instances,
changes in thr) imagery occur when it is not necessary to make the 1wage

accessible to the farget audience. An example would be'the.change from

dregs o drek.

In conclusion it can therefore be said that the trahqlation.'Die Storm"

remains very ciose or faithful to "The Tempest". Howe#er, this does not,:

imply that target audien.e accessibility has been sacrificed. Hherb and

- when necessary, the trans?atnr has made changes - both tnnceptua]ly and

Tinguistically - t¢ increase target audience accessibility.
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The methodology of this research groject.has been based on Describtive
Translation Studies. DTS, in contrast to the prescriptive approach, is -
target-oriented and

takes the translated text as it is and tries to determine the
various factors that may accaunﬁ for its particular nature.

Hermans (1985:13)

Rl
i

Aﬂgqﬁﬁus of texts, namely all the Shakespeare translations in Afrikaans,

Pl

has been examined and sfudied. Hermans points out that this allows the
researcher to discover "large-scale and Tong-term patterns and trends“@“#

(1985:14) present in the corpus of texts. This has indeed Geen the case.

The methodclogy was furthermore based on two mddels,.Lamhert and Van
Gorp’s Svnthetic Scheme for Trapslation Descriptiop. (Hermans 1985:52,53)
’. . ' ~ was adapted and used for the first part of the project, namely the
| prelimingry data and macro-Tevel ana1y$is of all the Shakespeare
translations in Afrikaans. In the second part of the project, Van Leuven-
Zwart’s model for the comparison and description of a translation and its

_original {Targel: 1989,1990) was adapied for the micro-1evel analysis of

the imagery in, *The Tempest®. )

L | In Chapter 1, it was mentioped that the aim of this project was twofold. !

Firstly, it was to establish an historical overview of all the

e
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Shakespeare transiations in Afrikaans as research had shown that there
was no literature which dealt with the entire corpus of Shakgspearé
translations as such. Secondly, a single text and 1ts translation was

selected from this corpﬁs of texts. The transiation was' studied on the

wicro-Tevel in terms 6f one aspect, the imagery, to iVlustrate and

‘decribe the shifts which occurred.

In both paﬁﬁ% of the project, the central point of reference was the
notion of target audience accessibility. It has been shoﬁh that target
audience accessibilty is just as valid a cbacgpt'as performabili;y, and
that fﬁésa twa concepts are, 1in fact, interrelated and even

interdependént.

Although soﬁe critics such as Bassnett (1990)qush to discard the notion
of performability because it may be ' :jue, it cishot be dispesed of quite
S0 ehsiiy. As Zuber-Skerritt justly points out, plays written for

- performance must be “actable and speakable" (1984:8), and the same

criteria should be applied to plays in translation. The préiiminary data
and macro-1evel analysis showed that some of the Shakespeare'translations
were not performed successfully or performed at all, because they are

simply not speakable,

It is at this point were the concept of target audience acceséib11ty
comes into play. If a play or a play in translation js not actable and
speakable, it will not be accessible ot the target audience. The
"speakah’léIl refers to the linguistic acﬁessibility of the play or the

play in translation. Linguistig'accessibility is of the utmost importance
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in a play which is being perfn;med, because
in a performance, the aural experience occurs at too fast a
pace for rudiences to take fir material not organized in
familiar rtTnguistic patterns, and there is no time o
reorganize the material after a process of cogitation.
| _ (Lai in Zuber-Skerritt 1984:149)
In other words, what is beihg said on'stage, must be immediately ov

jnstantaneously accessible to the target audience.

Althnugh conceptual accessibiIity is not covered by Zuber-Skerritt’s
defin1t1on of a play bexng *actable and speakab1e s it is espec1a11y
'1mportant wiin deating with plays in translation. If there are elemenis

in the play which aré not conucﬁtua11y accessible to the targef'audience

and which the target audience may not comprehend, there will be loss of

meaning, The micro- 1eve1 analysis of the imagehy in "The Tempest" and
"Die Storm® (version 1) showed that where a proverb, concept or word
would be inaccessible to'; wodern Afrikaans iudience, the translator
changed them to make them accessible %o this specif%é target audience.

An excellent examp?a 15 "thou art made 1ike a goose® which was changed

to "y kan drink ?dos n vis®

In fact, it could be said that if a play or a play in trans]atfoﬁ is
accessib1é to the target audience, it will be performabTe; and if a y
or play in translation is performabie, it wiil be accessible te the
target audience. If 1is here where the pragmatic definition of
accessiblity, which was referred to in‘Chapter 1, ties in: if the text
has been performed successfully, 1t #f11 be taken as baing accessible to

the target audience.
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Consider now the historical overview of all the Sharespeare translations.

The 1mportant distinction between published and unpublished fexts was

made and _the relevance of this distinction was shown because it has

- bearing on the existence and mature of metatexts.

None of the unpublished tgxfs vontain metatexts in the form of an
introduction,'notés ar préféca. The research has shown that very few
texts contain metatexts in ¥ form of an introduction, notes or preface.
It mu#t be pointed out that ﬁﬂne of the translations contain#vﬁ?ée or
Tine numbering. As was mentioned in Chapter 2, the lack of metatexts in

general couid be explained in terms of the function of the translation.

- When the teyts function purely as playscripts, any metatexts would be of

no use to the target audience and will make no contribution to target
audience 'accessiblity.' It must, however, he pointed out fhat SomA

transiators -added_ introductibns or notes to the translation before

= )

Cpublcation. - - ¢ . )

'
1

'; . Y o . .
I d . o

w . Lo

As a general rule, the names of ‘the dramstis persopas have only been

L .
& i )

. changed or Afrikaansified when it served io increase traget audience

acccessibility. It is particularly in the comedias that such changes took
place. Who can forget Krige’s Andries Bibberbakkies and Tobie Wynvat?
Obviocusly the target audience will find these names far more accessible

and therefore amusing than Andvew Ague-cheek and Toby Belch.

The preliminary data and macro-level analysis of the Shakespeare

transiations has shown that only three of these texts are indicated as
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being adaptations. They are "Kinkels innie Kabel™ (A.P. Brink), "Die
Storm" (version2) (Potgieter) and “"Cymbeline™ (Potgieter), A fﬁ}ther
study could be made of fhe nature of these adaptations and; in the case
of Potgieter’s two versions of *Die Storm", a descriptive analysis and
because it will provide mara_1n31ght as to the nature of an adaptatjon
and the differenceé hetwean'aﬁ adaptation and a Titeral translation done
by the same translator pf the ‘sume text., w

= . -{3;-
The micro-level ana1y91s*nf the naagen? “in "The Tempest” and “Eﬁoﬁﬁtorm‘

serves as an example of .the type of snﬂdy that can bh dane of any &spect

for exampie the songs in Shakespeare p1ays, of any sikgle play.

Imagery was chosen as it usuzlly contains culture-bound wirments whiih
always present problems for the translator (Delabastits:1992), In ordér
to analyse the imagery, the Van Leuven-Zwart model was adapted for this
purpose. Symbols were then 2]1ocated to each category which facilitated
the énalysis and bfesehted the results of the analysis in a clear manner.
Due'to the restrictions in terms of ithe scope of this project, the
categories were limited and were not extensively 11nguist1cal]y.based.
This method of anéfysis could be used in future projects. The categories
could also ba augmeﬁted and could be more 1inguistically based for a nuch
more 1n~depth analysis (this would imply a praject of much greater
Tength). “ |

What has emerged from this micru-?ecéﬁ analysis of the imagery is that .

whilst a translation can be literal, i%t can still be accessible to the
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target audience. As has been 11lustrated in Chaﬁter 3. images are changed

and culiural adaptation only takes place when the image would otherwise

be inaccessible to the target audience. In the majority of cases, the

imageé were transposed without any additions, chanyes or deletions.

From this study, it has become clear that Shakespeare can be translated

into Afrikaans. There would not be thirty-two translations in existence
if this were not the case. If translated 1iterally as "The Tempest"
{"Die Storam", version 1) was, it does not necessarily imply that the text
will be un-Afrikaans, i.e. that it will not sound nor reai like an
Afrikaans text. Potgister has succeeded in producing an Afrikaans text
without disregarding the original. Without being an adaptation, the texc
is accessible %o the target audience. Potgieter made changes to the

imagery only vhen necessary in terms of Tinguistic and concepturl target

~ audience accessibility.
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- APPENDICES

 APPENDIXA

SHAKESPFARE TRANSLATIONS IN AFRIKAANS

Anthony_and Cleopatra
1869: Antonius en Cleopatra —~- AS Pohl (Dalre)

nggdx.gf_ﬁrrﬂra

1971: Kinkels innie kabel ~— AP Brink (Buren)

Coriolarus _ :
1970: Die thagedfe van Coriolanus — AS Pohl - {Dalire)

Cymbeline
1092: Cymbeline — Tjaart Potgieter (Dalro)

Hamlet

1945: Hamiet, Prins van Denemarke — . LI Coertze {Stewart)
1959: Hamlet -—— DP de Klerk (Tafelberg) |
1973: Hamlet — FEitemal (Tafelberg)

Juiius Caesar
1966: Julius Caesar — AS Pohl  ([¥an Schaik)

ing lLear

1971: Koning Lear — Uys Krige (Haum)
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Hacbeth |

1948: Macheth — LI Coertze

1865: Nacbelh —iﬂngtemai {Human & Rousseau)

1972: Die tragedie vanfawetﬁ“—— Eitemal (Verwerk deur Jamnie
Gildenhuys) {Dalro) '

Merc

1948: Die koopman var Venesid — DF Malherbe (APB)

1969: Die koopman van Venesié — AS Pohl (Dalro)

1991: Sakeman van Venesié — %jaart Potgieter (Dalro)

1956: Somernagdroom —- Joan Brink (Pro Arte UP) (Dalro)
1974: Midsomernagdroom — Eitemal {Yuman & Rousseau)

1973: Somernagsdreom —- AFH vapr Dijk (Dalro)

1975: ‘n Somernagdroom -— Rvelf Laubscher (Ongepubliceer)
Othells

1976: Othello -~ AS Pohl (Human & Rousseau)

Richard III

1969: Richard I1I — AP Brink (Human & Rousseau)

1975:
1975:

Romeo and Jyliet

Romeo en Juliet —— AP Brink (Human & Rousseau)

Romeo en Julia -— JH Kroeze (Boekhandel De Jong)
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Iaming of ;hg Shrew

1969: Die temming van ‘n rissie — J van Elders {Pseud.} {Dairo)
1982: Vasval van ‘'n feeks. — HNerina Ferveira {Dalro} '
The Tempest

1973: Die Towerailand _— Barry van Rooyen (Dalro)
1988: Dre Storm (1) —
1988: Die Storm (2) — Tjaart Potgieter (Dalro)

¥

Tjaart Potgieter (Dalro)

The Winter's Tale _
1970: Die mterspram — AS Pohl (Dalro)
1¢75: Die wintersprokie -— Eitemal {Tafelberg)
Titus Andronic
7 19702 Titus Andronicus — Breyten Breytenbach (Buren)
1967: Twaalfde nag — Uys Kfige (Haum)
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APPENDIX B
PRELIMINARY DATﬁ.AND MACRO-LEVEL ANALYSIS OF THE SHAKESPEARE TRANSLATIONS
IN AFRIKAANS : . " i

{1} Breyien Breytenbach:'

&0 Titils_Andronicus

_AZthe title of the translated text remains the same as in the original

t% %.'“T1ta Andronicus" is one of the Roman piays and is the Latin name

- df. 2 charaater.

1ator £ name appears on the cover and the title page.

é&iﬁﬁed in 1970 and has never beén performed.
"ﬁfaxt

axﬂramat1s personae remain the same as in the original.

e

(i1) André P, Brink

Richard II1 | | _
’ 1. The title of the original text is King Richard III . In the
transtation Brink omitted "kinyg" and the title is simply Richard I1I.

The transTé%or’s name appears on the cdver as well as on the title page.

The text was published in 1969 and was staged by Capab.

@ . A metatext ﬂoes appear in the form of a preface.

F 2. The names of the ﬂramatis perscnae remain the same. Bwink does,
howevar, indicate which personae were omitied from the §taged version of

the translation.
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el Kabe
1. The full titla. pf this translatiun ﬂF,JygjgggibLgngzrgzg is: Kinkels
innie Kabel, 'n Verhoogstuk in elf episodes deur Andre P.Brink (met
apologie aan William Shakespeare). The title of the TT has been changed
or adaptad compietely, It hgs been rendered in an informal Afrikaans and
part1cu1ar1y in the Afrikaqﬁs as spoken by Coloured people in the Cape.
The translator’s name appears on both the cover and the title page.
The text was published in 1971 and has also been performed.
There is a metatext in the form of an introductton. |
2, The names of the dramalis personae have been changed and
Afrikaansifié\jj}he roies of the different characters have also been
adapted to those relevant to a fishing v111age near Cape Towh as opposed
to the original setting in Ephesus. The names have been changed and
Afrikaansified as follows: |

Salinus, Duke of Ephasus - Sellie, groeplejer van die Klopse

Egeon, Merchant of Syracuse - Aikona, roomysverkoeper van Johannesburg

Antiphoius of Ephesus - Apools-van-die-Pérel, besoeker in die Kaap

Antipholus of Syracuse, twin brother of Antipho?us of Ephesus, and sons

of Egeon and Erilia - Apoo]s-van ~-die-Kaap, klopdanser, tweelingbroer van

die ander Apools

Dromie of Ephesus -~ twin brothers and servants Jto the Dromio of Syracuse

- Antiphotus. twins

Dromme] -van-die-Pérel « boesemvriend van Apools-van-die-Pérel

Dromnel-van-die-Kaap ~ boesemvriend van Apools-van-die-Kaap, éen

tweelingbreer van die ander Drommel

Balthasar, a merchant, and Angelo, a goldsmith do not appear. In their

place there is Magiel, ‘n hippie-klops

Dr Pinch, a schoolmasier - Knippie, 'n Slams

Emiiia, abbess at Ephesus and Egeon’s wife - Emily, ‘n sekteleidster en

Aikonaﬁse verlora vrou .

g?riggﬁ, wife of Antipholus of Ephesus - Adriana, vrou van Apoels-van-
e-Kgap

Lutiana, her sister - Lucy, haar suster _

Luce, her maid, and the Courtesan have been omiited. Jessie, 'n loslyf

girl, has been added.

The Jjailor,officers, headsman and other atiendants - Lede van die

Klopsegroep.
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Romeo en Juliet .
1, The title remains the same as in the original except, of course, that
*and" becomes "en" in translation. _

The transiator’s name appears on the cover and the title page,

The text was published in 1875 and was also performed.

A short introduction is the only metatext.

2. The names of the dramatis personae remain the same and there are no

omissions.

(111) Joan Brink

2'n_Somernagdroom” .

1. The "mid* has been omitied from the Afrikaans translation of "A
Midsummer-Niacht’s Dream™. o

The only available copy of the“text was found at DALRO and it is an ¢l1d
copy with some pages missing. There is no cover, title page or 11st'of
dramatis personae. '

The text was published by DALRO in 195£{§hd was performed by Pro Arte,
uP. - S

There is no metatext.

2. As has already been mentioned, no Tist of dramatis personae as such
could be found. The names have been retainéd as in the original with the

exception of:

- Quince - Kweper

Sniug - Sneesig

Bottom - Bodem

Flute - Fluit

Snout - Snoet
Starveling - Sterweling

The above are 1iferal translations of the English names.
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(iv) L.I. Coertze .

- "Hamlet, Prins“xgn_ﬂeuemarkg”

1. The title is a 1iteral transiation of the English *Hamlet, Prince of
pesmark®.

The translatur’s nage appears on the cover as well as the title page.
The text was published in 1945. N

There is no metatext. This edition of "Hamlet, Prins van Diiemarke“ is
an ii1ustrated version with sketches by Maud Sumner. |

2. The names df the dramatis personae remﬁin the same and there are no

omissions,

“Macbeth

i. The title re¢mains the same as in the English.

The transtator’s name is on the cover and on the title page.

" The fext was published in 1548.

Metatext: a short preface..

2. The name: of the dramatis persopae have been retained and there are

no omissions. The term "lady" is retained in translation.

(v) D.P. de Klerk )

"Hamlet, Prins van Denemarke” | _

I, The title is a literal translation of the English title. |

The name of the translator is on the cover as well as the fitle page.
The text was pub1ished in 1959,

Metatext: There is an introduction by H.A. Fagan as well as notes at the
and of the texti.

2. A1l the dramatis personae are present as in the original. In
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transiation, however, the name "Gertrude® has been changed to the more

Afrikaans "Gertruida®.

(vi) Eitemal | e

"Macbeth” | |

1. The title remains the same as in the English.

Thg translator’s name appears on the cover and the title page.

The text was published in 1965, |
Mefatext:'an note stating that " hierdie vertaling van 5Macbeth“ is by

geleentheid van die vierhonderdjarige herdenking van Shakespeare se
geboorte deur Prof. W.J.du P, Erlank [..,] gemaak...".

i

2. The names of the dramatis peronae have been retained. The word “Tady"

as in Lady Macbeth has been changed to the Afrikaans "vrou": Vrou

Macheth.

L} B

1. The Afrikaans title is "Hamlet" and "the prince of Demmark"™ has been
omitted in the transtation.

The translator’s name appears on the cover and the title page,

The text was published in 1973,

Metatext: exp!anatory'notes.

2. The names of the dramatis personae have been retained and there are

no omissions.
"Nidsomerna !
1. The full title of the translation is: Midsomernagdroom, Shakespeare

se Midsummer-nfght‘s dream.
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The translator’s name is on the cover and the t1t1é page.

The text was pubiishéd in 1974.

Metatext: none.

2. The names of some dramatis personae have béen changed and
Afrikatnsified: |

Philostrate - Filostraatl

Quince - Piet Plank

Bottom - Buks Bolle

Fiute - Bertus Blaas

Snout -~ Snoet _

Starveling - Manus Maerman

Pease-Blaossom - Ertjieblem

{obweb -~ Spinrag

Moth - Mot o
Mustard-Seed - Mosterdsaad '
Snug has been omitted from the translation,

"pie Wintersprokie"

1. The title is a translation of the English "The Winter’s Talg".

The name of the transtator appears on the cover and title page. |

The text was published in 1975.

Metatext: none, rl

Z; There are no omissions of dramatis personas and no name changes. Only

the spelling of Florizel has been changed to Florisel.

{vii) Nerina Ferreira

n Va r e n

1. The title is a creative translation of "The Tawing of the Shrew".
The translator’s name appears on the cever and the title page.

The text was published in 1982 by DALRO and was performed.

Metatext: none,
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2. The names of the dramaiis pefsonae have been retained as in the

original and there are no omissions.

{vii} Uys Krige

"Twa: "

1. The title is a transiation of the Englisk “Twelfth Night".

The translator’s name appears on the kover znd the title page.

The text was published in 1967 and wa; performed.

Matatext: a preface.

2. None of the dramatis personae have been omitted. Two of the names have
been changed and Afrikaansified:

Tony Belch - Tobie Nynvat -

Andrew Ague-cheek - Andries Bibberbakkies.

Konin | r! .

1. The title is a translation af'“King Lear”,

The translator’s name is on the cover and the titie page.

The text was published in 1971 and was performed.

Metatext: none. ;

2. There are no changes to the names of the dramaiis personae and

personae have been omitted.

{ix) J.H. Kroeze
MRomeo en Julia®
1. The title differs from the English in so far as Juliet has been

changed to Julia.

The iranslator’s name appears ;n the cover and the title page. The text
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was published in 1975.

Metatext: a brief biographical, sketch of the transiater.

2, There are ho om1351ans of dramatis nersonae. Ju}iet has been changed-
to Julfa. Further changes are: |

Montague and Lady Montaguz - Graaf en GraV1n Montague

Capulet and tady Capulet - Graaf en Gravin Capulet.

{x)} DF Malherbe

“Die Koopman van Venesi&® _

1. The title is a Titeraﬁﬁﬁransiation of the English “The Merchant of
Venice". v _ ' ;

The translator’s name appears on the cover and the titie page.

The text was published in 1949,

Metatext: none.

2. No dramatis personae have been omitted and no names have been changed;.

The oniy changes are from "Duke" to "Doge™ and "Old Gebbo™ to "Ou Gobbo".

{xi} AS Pohl
"Juli sap"
1. The title remains the same in translation.

The transtator’s name appears on the cover and the title page..

The translation was pubiished 1in 1966. Prior to pub’lication,it___} was
? broadcast twice on the radio.
Metatext: a dedication.

H '], .
2. The names of the dramatis personae dppear in full without any changes.
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"Antonius en Cleopatia™

1. The Afrikaans title differs ffoﬁ the English fitle as the name .

"Anthony" is translated in its Latin form "Antonius”. e

The transTator’é name appears on the cover.and the title page. The text
was pubiished by DALRO in 1969 and was performed.

Metatext: nona. ’

2. Apart from tha. abovementioned difference between Antheny and Antonius,
there is pn1y one -difference in the spelling of Charmian. In the
translation it is spelt Kharmian. None of the dramatis persoﬁae have been

omittad.

"Nie_Koopman ﬁgn Venesig"
1. The fitle is a translation of the English.

The ;ransiator's name appears on the cover and the title page.

The tuxt was published by DALRO {n 1965 and was performed.

Metatext: none. |

2. A1l the dramatis personae:are present. Two changes have been made

Launcelot Gobbo becomes Langeraad Gopse and 01d Gobho becomes Ou Gopse.

"Die Tragedie van Qurio1anusﬁ«.;\.6-" .
1. The original title is "Coriolanus®, The translator added “the tragedy

of/ die tragedie van" to the tit1£.

The translator’s name appears on the cover and the titie page.
The text was published in 1970 by DALRO and was also performed.
Metatext: none.

2. The names of the dramatis personae remain the same and there are no
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omissions.

“Die Wintersprokie"

- 1. The title 1s a translation of the English title.

The transiator’s name appears on the cover and the title page.
The text was pubTishedfif}197D hy DALRO and was pertormed. s
Metatext: none. ' - W\
2. The names of the dramatis perscnae havz not been changed and none hav.

been omitted.

n t 'IOII

1. The title vemains the same as-in tpi -English,
The translator’s name does not appear on the cover but does appear on the

title page. %

The text was published in 1976 and was alsouﬁe¥¥érmed.

| Metatext: none.

2. None of the dramatis parsnnae have been omitted. The only change to

the names is the spelling of Iago which has been changed to Jagu

(vi1) Tjaart Potgiete~

1 rm" {1

Note: There are iwo versions of Potgieter’s transiation: (1) is a more
Titeral, complete translation and {2) has been ada~’ed in cooperation
with Dieter Reibie fo~ a specific productien.

1. The title of the text is a translation of the English "The Tempest".
The translator’s name appears on the tifle page of both (1) and {2).
The text was translated in 1988 ~nd is lodged with: DALRO, but has not

i
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bwsn publisheu. (1) was performed by the Drama Department of the Pretoria
Technicon and {2) was performed by Pact, |
Metatext: none for (1). {2} has a short note siating that the text has

been adapted in cuoperat{on witl “ater Reible for a specific production.

2. The names of tie dramatis personae have not been changed. A1l the

dramatis personae sppear in {1). In (2), however, the following personae
have'%een omitted: Francisco, Master of a ship, the boatswain, the
mariners, Iris, Ceres, Juno, nympﬁs and reapers. A tree spirit has been
added. |

(1 - e o .i“ll

1. "Merchant” is usually translated as "koopman". The use of the modern
word “sakeman" (businessman) is indicative of the modern appreoach to the
text which was also staged in a modern setting.

The translator’s name appears on the titie page.

The text was translated in 1991 and is loudged with DALRO, but it has not

been pubiished.kit has been performed by Pact.

Metatext: "Hierdie teks is gesny en-aangepas vir die 1981-produksie van
TRUK TONEEL. Regie: Ilse van Hemert.

2, There are no changes to the names 6F the dramatis personae and fo

persochaa have been omitted.

“C!'.mbg] j ngll

1. The title remains the same as in the English.

The tranclator’s name appears on the title page.
The text was transiated in 1992 anf is lodged with DALRO. Tt has not been
published. It was performed by Pact in 1992,
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Metatext: nona. _ _
2, The names of the dramatis pensonae have not been changed, bui the

following personae have been omitted: Guiderius, Arviragus and Helen

{x111) AFH van Dijk

2Somerpagsdroom”

1. "Mid" has been omitted from the title.

The translator’s name appears on the t§§1e_paga.

The text was translated in 1973.and 15'10dged with DALRO.
Metatext: nons, .

2. The names of the dramatis personae have not been changed ner omitted.

{xiv) J van Elders _

ZDie temming.van ‘n risgie” .

1. The title is a close translation of "The Taming of the Shrew".

The translator’s name appears on the title page.

The text was published in 1969 by DALRO and was performed,

Metatext: none. |

2. Christopher Sly has been omitted. The names of the dramafis personas

have been retained.

(xv) Barry van Rooyen
"Die Towergiland™
1.The title is not & 1iteral translation of the original.

The translator’s name does not appear on the title page as there is qﬁ
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title page. It has been handwritien on another page.

The text was translated in 1975 and is Todged with DALRO.

Metatexts: nene.

2. The names of the dramatis personae have been retained and there are

no omissions.
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