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ABSTRACT 

 

Translations of existing literature into other languages were one of the tactics 

employed by early authors to bridge the area that has not yet been explored or is 

under-explored in the literature of various African languages. Setswana is no 

exception in the matter. The aim of this study is to analyse the translation strategies 

used by Seboni in the drama, Kgosi Henry wa Bone . The objectives of the study 

include to examine how the translation strategies used by Seboni to address cultural 

and figurative nuance differences between English and Setswana and evaluate the 

impact of the translation strategies used by Seboni on Setswana culture and language 

preservation. To achieve this, the study employed two theories that will serve as the 

theoretical foundation for this investigation, namely: the Skopos theory and Descriptive 

Translation Studies theory. The study is qualitative in nature. Data was collected 

through document analysis of both the English and Setswana drama books. The study 

reveals that Seboni used both domesticating and foreignising strategies to balance 

cultural authenticity and linguistic accessibility in preserving the source text’s essence 

while enhancing reader understanding and engagement. The study concluded that 

successful translation balances cultural fidelity and linguistic clarity, with Seboni’s work 

demonstrating how strategic choices foster meaningful cross-cultural understanding. 

 

Keywords: Translation, Translation strategy, Skopos theory, Descriptive Translation 

Studies, Domestication, Foreignisation. 
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TSHOBOKANYO 

 

Phetolelo ya dikwalo tse di setseng di le teng mo dipuong tse dingwe e ne e le nngwe 

ya maano a a neng a dirisiwa ke bakwadi ba bogologolo go kgabaganya lekala le le 

iseng le batlisisiwe kgotsa le le batlisisitsweng go le gonnye mo dikwalong tsa dipuo 

tse di farologaneng tsa SeAforika. Setswana ga se tlhaolege mo kgannyeng e. 

Maikaelelo a thuto e ke go sekaseka mekgwa ya phetolelo e e dirisitsweng ke Seboni 

mo terameng ya Kgosi Henry wa Bone. Maikaelelo a thuto a akaretsa go sekaseka 

gore mekgwa ya phetolelo e e dirisitsweng ke Seboni e samagane jang le 

dipharologanyo tsa setso le tsa tshwantshiso fa gare ga Seesimane le Setswana le go 

tlhatlhoba seabe sa mekgwa eo ya phetolelo e e dirisitsweng ke Seboni mo setsong 

sa Setswana le mo tshomarelong ya puo. Go fitlhelela se, patlisiso e e dirisitse ditiori 

tse pedi tse ng jaaka motheo wa tiori wa patlisiso e leng,Tiori ya Skopos le Tiori e e 

Tlhalosang Phetolelo. Patlisiso e, ke ya mokgwa wa khwalitatifi . Dinewana di 

kgobokantswe ka go tlhatlhoba ditokomane tsa dibuka tsa terama ya Seesimane le 

Setswana. Patlisiso e senotse gore Seboni o dirisitse mekgwa e mebedi, e leng, 

mokgwa wa go dirisa mokwalo wa tshimologo mo selegaeng le mokgwa wa go dirisa 

mokwalo wa selegae wa naga e sele go lekalekanya boammaaruri jwa setso le 

phitlhelelo ya puo, a boloka botlhokwa jwa mokwalo wa tshimologo fa a ntse a 

tokafatsa tlhaloganyo le seabe sa mmuisi. Patlisiso e sweditse ka gore phetolelo e e 

atlegileng e lekalekanya boikanyegi jwa setso le bophepafatsi jwa puo, mme tiro ya 

ga Seboni e supile gore ditshwaelo tsa mekgwa di tsweletsa pele kutlwisiso e e nang 

le bokao ya ditso tse di farologaneng. 

 

Mafoko a Konokono Phetolelo, Mokgwa wa Phetolelo, Tiori ya Skopos, Tiori e e 

Tlhalosang Phetolelo, Phetoleloselegae, Phetoleloseeng.  
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▪ Abbreviations 

The following abbreviations are used in the study: 

▪ SVO: Subject Verb Object 

▪ OVS: Object Verb Subject 

▪ VSO: Verb Subject Object 

▪ SL: Source Language 

▪ TL: Target Language 

▪ DTS: Descriptive Translation Studies 

▪ CSis: Culture-Specific items 

▪ CREC: College of Research Ethics Committee 

▪ CMT: Conceptual Metaphor Theory 

▪ CN: Cultural Nuances 

▪ MT: Machine Translation 

▪ AI: Artificial Intelligence 

 

 

 

 

 

  



vi 
 

Table of Contents 

DECLARATION ..................................................................................................................................... i 

ABSTRACT ........................................................................................................................................... ii 

TSHOBOKANYO ................................................................................................................................. iii 

ACKNOWLEDGEMENTS .................................................................................................................. iv 

CHAPTER 1: INTRODUCTION ......................................................................................................... 1 

1.1. Introductory background of the study ........................................................................................ 1 

1.2. Statement of the problem ............................................................................................................ 3 

1.3. Rationale of the study .................................................................................................................. 4 

1.4. Aim, objectives and research questions of the study .............................................................. 5 

1.4.1. Aim of the study ......................................................................................................................... 6 

1.4.2. Objectives of the study ............................................................................................................. 6 

1.4.3. Research questions .................................................................................................................. 6 

1.5. Definition of key concepts ........................................................................................................... 6 

1.5.1. Translation .................................................................................................................................. 6 

1.5.2. Translation strategy .................................................................................................................. 7 

1.53. Domestication ............................................................................................................................. 7 

1.5.4. Foreignisation ............................................................................................................................ 7 

1.5.5. Source language ....................................................................................................................... 8 

1.5.6. Target language ........................................................................................................................ 8 

1.6. Division of chapters ...................................................................................................................... 8 

17. Conclusion ...................................................................................................................................... 9 

CHAPTER 2: LITERATURE REVIEW ............................................................................................ 10 

2.1. Introduction .................................................................................................................................. 10 

2.2. Systematic literature relevant to the study .............................................................................. 10 

2.2.1. Definitions and Perspectives on Translation Strategies .................................................... 10 

2.2.2. Classification of Translation Strategies ................................................................................ 12 

2.2.3. Figurative Language and Cultural Nuance in Translation ................................................. 16 

2.2.3.1. Figurative Language ............................................................................................................ 16 

2.2.3.2. Cultural Nuance in Translation .......................................................................................... 18 

2.2.4. Strategies for Translating Figurative Language and Cultural Nuance ............................ 18 



vii 
 

2.2.4.1. Literal Translation with Annotation .................................................................................... 18 

2.2.4.2. Cultural Substitution ............................................................................................................ 19 

2.2.4.4. Adaptation ............................................................................................................................. 20 

2.2.4.5. Compensation ...................................................................................................................... 20 

2.2.4.6. Domestication ....................................................................................................................... 20 

2.2.4.7. Foreignisation ....................................................................................................................... 21 

2.2.5. Case Studies and Examples ................................................................................................. 21 

2.2.6. Challenges and considerations in translation ..................................................................... 23 

2.2.6.1. Linguistic challenges ........................................................................................................... 23 

2.2.6.2. Cultural challenges .............................................................................................................. 24 

2.2.7. Machine translation and technology ..................................................................................... 24 

2.3. Conclusion ................................................................................................................................... 25 

CHAPTER THREE: RESEARCH METHODOLOGY .................................................................... 26 

3.1. Introduction .................................................................................................................................. 26 

3.2. Research design and approach ............................................................................................... 26 

3.3. Population and sampling method ............................................................................................. 27 

3.4. Data collection method .............................................................................................................. 27 

3.5. Method of data analysis ............................................................................................................. 28 

3.6. Theoretical framework ............................................................................................................... 29 

3.6.1. Descriptive Translation Studies ............................................................................................ 29 

3.6.2. Skopos Theory ......................................................................................................................... 30 

3.7. Ethical considerations ................................................................................................................ 30 

3.8. Reliability, trustworthiness, confirmability and validity .......................................................... 31 

3.9 Conclusion .................................................................................................................................... 32 

Chapter 4: Data Presentation and Analysis ................................................................................... 33 

4.1. Introduction .................................................................................................................................. 33 

4.2. Extracts of linguistic and cultural nuances .............................................................................. 34 

4.2.1. Linguistic Nuance .................................................................................................................... 34 

4.2.1.1. Extract 1 ................................................................................................................................ 34 

4.2.1.2. Extract 2 ................................................................................................................................ 38 

4.2.1.4. Extract 3 ................................................................................................................................ 40 



viii 
 

4.2.1.5. Extract 4 ................................................................................................................................ 41 

4.2.1.6. Extract 5 ................................................................................................................................ 42 

4.2.1.7. Extract 6 ................................................................................................................................ 44 

4.2.1.8. Extract 7 ................................................................................................................................ 45 

4.2.1.9. Extract 8 ................................................................................................................................ 47 

4.2.1.10. Extract 9 .............................................................................................................................. 48 

4.2.1.11. Extract 10 ............................................................................................................................ 49 

4.2.1.12. Extract 11 ............................................................................................................................ 51 

4.2.1.13. Extract 12 ............................................................................................................................ 53 

4.2.1.14. Extract 13 ............................................................................................................................ 55 

4.2.1.15. Extract 14 ............................................................................................................................ 56 

4.2.1.16. Extract 15 ............................................................................................................................ 58 

4.2.1.17. Extract 16 ............................................................................................................................ 59 

4.2.1.18. Extract 17 ............................................................................................................................ 60 

4.2.1.19. Extract 18 ............................................................................................................................ 61 

4.2.1.20. Extract 19 ............................................................................................................................ 61 

4.2.2. Cultural nuances ..................................................................................................................... 62 

4.2.2.1. Extract 1 ................................................................................................................................ 62 

4.2.2.2. Extract 2 ................................................................................................................................ 64 

4.2.2.3. Extract 3 ................................................................................................................................ 66 

4.2.2.4. Extract 4 ................................................................................................................................ 67 

4.2.2.5. Extract 5 ................................................................................................................................ 69 

4.2.2.6. Extract 6 ................................................................................................................................ 70 

4.2.2.7. Extract 7 ................................................................................................................................ 72 

4.2.2.8. Extract 8 ................................................................................................................................ 73 

4.2.2.9. Extract 9 ................................................................................................................................ 75 

4.2.2.10. Extract 10 ............................................................................................................................ 76 

4.2.2.11. Extract 11 ............................................................................................................................ 77 



ix 
 

4.2.2.12. Extract 12 ............................................................................................................................ 79 

4.2.2.13. Extract 13 ............................................................................................................................ 80 

4.2.2.14. Extract 14 ............................................................................................................................ 81 

4.2.2.15. Extract 15 ............................................................................................................................ 83 

4.2.2.16. Extract 16 ............................................................................................................................ 84 

4.2.2.17. Extract 17 ............................................................................................................................ 86 

4.2.2.18. Extract 18 ............................................................................................................................ 87 

4.2.2.10. Extract 19 ............................................................................................................................ 88 

4.2.3. Linguistic and cultural nuances ............................................................................................. 89 

4.2.3.1. Extract 1 ................................................................................................................................ 89 

4.2.3.2. Extract 2 ................................................................................................................................ 91 

4.2.3.3. Extract 3 ................................................................................................................................ 91 

4.2.3.4. Extract 4 ................................................................................................................................ 93 

4.2.3.5. Extract 5 ................................................................................................................................ 94 

4.2.3.6. Extract 6 ................................................................................................................................ 95 

4.2.3.7. Extract 7 ................................................................................................................................ 96 

4.2.3.9. Extract 8 ................................................................................................................................ 98 

4.2.3.10. Extract 9 .............................................................................................................................. 99 

4.2.3.11. Extract 10 .......................................................................................................................... 101 

4.2.3.12. Extract 11 .......................................................................................................................... 103 

4.2.3.13. Extract 12 .......................................................................................................................... 104 

4.2.3.14. Extract 13 .......................................................................................................................... 105 

4.3. Conclusion ................................................................................................................................. 107 

CHAPTER 5: FINDINGS, CONCLUSION AND RECOMMENDATIONS ................................ 109 

5.1. Introduction ................................................................................................................................ 109 

5.2. Findings on figurative and linguistic nuances ...................................................................... 109 

5.2.1. Recreating metaphor and imagery ..................................................................................... 109 

5.2.2. Balancing literal and cultural equivalence ......................................................................... 110 

5.3. Findings on cultural nuances .................................................................................................. 111 



x 
 

5.3.1. Domesticating English cultural nuances ............................................................................ 111 

5.3.2. Preserving philosophical and moral themes ..................................................................... 111 

5.4. Tone and characterisation ....................................................................................................... 112 

5.5. Conclusion ................................................................................................................................. 113 

5.6. Recommendations ................................................................................................................... 115 

5.6.1. Recommendation for translation practice .......................................................................... 115 

5.6.2. Recommendations for language and literature ................................................................ 115 

5.6.3. Recommendations for Setswana language development .............................................. 116 

5.6.4. Recommendations for further research ............................................................................. 116 

References ........................................................................................................................................ 117 

 

 

 



1 
 

CHAPTER 1: INTRODUCTION 

 

 

1.1. Introductory background of the study 

Translation has long played a pivotal role in the development, preservation and 

promotion of indigenous languages and literatures. Across the continent, African 

writers have used translation not merely as a linguistic practice, but as a cultural 

instrument to safeguard their heritage and ensure that their languages achieve literary 

sophistication and global recognition (Bandia, 2008; Gyasi, 2006). Among the 

Batswana, translation has been a crucial means of linguistic enrichment and cultural 

continuity. Early Batswana intellectuals recognised the potential of translation to bridge 

African thought systems and Western literary traditions, thereby expanding the 

expressive power and literary scope of Setswana (Kaschula & Mostert, 2011). 

One of the pioneering figures in this endeavour was Solomon Tshekisho Plaatje, who 

is widely regarded as the first African author on the continent to translate 

Shakespeare’s works into Setswana (Seddon, 2004). Plaatje’s translations, 

Diphosophoso (from The Comedy of Errors, 1930) and Dintshontsho tsa Bo-Juliuse 

Kesara (from Julius Caesar, 1937) represent significant milestones in African literary 

and translation history. These works not only established Setswana as a literary 

language but also inspired a new generation of Batswana authors to write in their 

native tongue, thus contributing to the growth of African literature in indigenous 

languages (Shole, 1983; Ngugi wa Thiong’o, 1986). 

Building upon this literary foundation, Raditladi further enriched Setswana literature 

through his original plays and prose works, including Motswasele II (1939), Sekgoma 

I (1954) and Dintshontsho tsa Lorato (1957) as well as his novels Mokomaditlhare and 

Legae Botshabelo (Mgadla, 1989). His contributions reinforced the literary vitality of 

Setswana and encouraged other writers to use the language as a medium of 

sophisticated artistic expression. It was within this evolving literary landscape that 

Seboni (1952) emerged as a notable author, playwright, and translator. Seboni’s 

translation of Shakespeare’s King Henry IV, Part One into Kgosi Henry wa Bone: 

Karolo ya Ntlha marked another major step in the adaptation of Western classics into 

African linguistic and cultural frameworks. 



2 
 

Seboni employed translation as a vehicle to further develop Setswana literary 

expression and to introduce the language and culture to a global audience 

(Otlogetswe, 2012). His work demonstrates that translation can serve both creative 

and sociopolitical functions, extending beyond linguistic transference to engage issues 

of cultural representation, identity, and literary agency (Venuti, 1995). However, while 

Seboni’s efforts were primarily aimed at expanding the corpus of Setswana literature, 

questions arise concerning the translation strategies he adopted to reconcile the 

linguistic and cultural nuances of Shakespeare’s original with those of the Setswana-

speaking readership. 

This study therefore investigates the translation strategies employed by Seboni in 

Kgosi Henry wa Bone, with a particular focus on how cultural and linguistic nuances 

are negotiated and adapted. By analysing the techniques and strategies underpinning 

Seboni’s translation, the study seeks to understand how his work contributes to the 

preservation, enrichment, and modernisation of Setswana, while situating his 

translation within the broader discourse of African literary translation. The study seeks 

to analyse the translation strategies Seboni used in the translation of cultural and 

figurative nuances. The mostly used strategy is foreignisation and domestication. 

Nzimande (2018) indicates that when dealing with the hurdles of translating culture-

specific items the translator can opt for the norms and conventions of the source 

culture (foreignization) or those of the target culture (domestication). Nzimande used 

Venuti’s (1995) description of domestication as a strategy when he defines 

domestication as an ethnocentric reduction of the foreign text to target-language 

cultural values, bringing the author back home. Nzimande (2018) further says 

domestication results in a translation that is fluent, natural and comprehensible, since 

it makes use of terms, phrases and expressions with which the target reader is familiar. 

While foreignisation as a strategy he said refers to an “ethnodeviant pressure on target 

language values to also cater for linguistic and cultural differences of the foreign text, 

sending the reader abroad” (Venuti 1995,20). Nzimande (2018) concludes that when 

the translator choses to employ foreignisation as a strategy, he leaves foreign 

elements of the source text untouched in the target text, either intentionally or 

consequent to lack equivalents for those elements in the target language or culture. 

This research concurs with existing scholarship in arguing that Seboni employed both 

foreignisation and domestication as translation strategies, seeking to preserve the 
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linguistic and cultural integrity of the source text while simultaneously ensuring 

accessibility and comprehensibility for the target audience. Through this balanced 

approach, Seboni avoids erasing the source language discourse, yet enables target 

readers to engage meaningfully with cultural elements that are foreign to their own 

context. 

 

1.2. Statement of the problem 

Translation is not merely a linguistic exercise but a complex cultural and ideological 

act that negotiates meaning, identity, and worldview between languages (Bassnett, 

2014; Venuti, 2012). In multilingual and multicultural contexts such as Africa, 

translation functions as a bridge between indigenous epistemologies and global 

knowledge systems (Bandia, 2008; Tymoczko, 2014). The process is especially 

intricate when dealing with literary works that embody deep-rooted cultural 

expressions. Within Setswana literature, figurative and poetic forms—such as 

proverbs, idioms, and metaphors, serve as repositories of the Batswana’s collective 

wisdom, social norms, and aesthetic identity (Mgadla & Volz, 2006; Tshireletso, 2019). 

These culturally enshrined expressions not only reflect ways of thinking and 

communicating but also encapsulate a people’s worldview. However, their translation 

into or from other linguistic systems presents significant challenges, as the cultural 

and conceptual frameworks that give them meaning are often unique to the source 

culture. 

There is a need for studies that explore how African translators handle culturally dense 

and figuratively rich material, especially when translating from canonical Western texts 

into African languages. Seboni’s Kgosi Henry wa Bone, a Setswana translated version 

of Shakespeare’s King Henry IV, offers a compelling site for examining these 

dynamics. The translation represents an intercultural dialogue between the 

Elizabethan world of Shakespeare and the oral, idiomatic, and proverbial tradition of 

the Batswana. Yet, there has been limited scholarly attention to the specific translation 

strategies Seboni employed to mediate between these two cultural and linguistic 

worlds. Questions remain as to how Seboni recreated imagery, metaphor and 

idiomatic expressions in ways that retain the aesthetic and emotional power of the 

original while ensuring resonance with Setswana readers (Mphande, 2017). 
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A deeper examination of these linguistic and cultural negotiations is vital not only for 

understanding Seboni’s creative methods but also for highlighting the broader 

implications for African translation studies. By focusing on the translation of figurative 

and cultural expressions, this study seeks to illuminate how translation can serve as 

both a literary and pedagogical tool for cultural preservation and linguistic innovation. 

It further aligns with decolonial perspectives that advocate for centering African 

languages and epistemologies in academic and literary production (Ngũgĩ wa 

Thiong’o, 1986; Kaschula & Maseko, 2014). 

 

1.3. Rationale of the study 

The rationale for this study arises from the growing recognition that translation in Africa 

is not merely a linguistic act but a crucial site of cultural negotiation, identity formation, 

and intellectual decolonisation. In multilingual contexts such as Botswana and broader 

southern Africa, translation plays an essential role in bridging oral and written 

traditions, enabling cross-cultural communication, and preserving indigenous 

knowledge systems (Bandia, 2008; Kaschula & Maseko, 2014). However, translation 

into and from African languages such as Setswana continues to receive limited 

scholarly attention, especially regarding how translators navigate the intricate interplay 

between cultural fidelity, linguistic creativity, and literary artistry (Kruger, 2009; 

Mphande, 2017). 

The translation of Shakespearean`s work into African languages represented a unique 

cultural encounter between Western canonical literature and African worldviews. 

Seboni’s Kgosi Henry wa Bone offers an exemplary case of this intersection, as it 

reinterprets Shakespeare’s King Henry IV through the lens of Setswana language and 

culture. This translation not only localises Shakespeare’s themes for Batswana 

audiences but also revitalises Setswana by demonstrating its expressive capacity to 

convey complex metaphorical and poetic nuances (Tshireletso, 2019). Studying 

Seboni’s translation strategies is therefore essential to understanding how African 

translators domesticate, foreignised or hybridise literary material to produce works that 

remain culturally authentic and linguistically accessible (Venuti, 1995; Tymoczko, 

2014). 
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Moreover, this translation serves as a powerful instrument of cultural preservation and 

intellectual empowerment in postcolonial African societies. Ngũgĩ wa Thiong’o (1986) 

argues that language embodies culture, memory, and identity; hence, the translation 

of canonical works into African languages affirms the cultural legitimacy and 

intellectual sovereignty of those languages. By analysing Seboni’s work, this study 

contributed to the growing body of African translation scholars that challenges 

Eurocentric paradigms and foregrounds indigenous epistemologies (Bandia, 2014; 

Bassnett, 2014). The research thus aligns with the decolonial imperative to centralise 

African linguistic and cultural frameworks in knowledge production and literary 

creativity. 

This study also has pedagogical relevance. Understanding Seboni’s translation 

techniques provides valuable insights for language educators, translators and literary 

scholars seeking to promote translation both as an art and a tool for language 

development. As Setswana, like many African languages, faces challenges of 

diminished prestige and limited literary output, translation of globally recognised texts 

can serve to enhance its vitality and status (Kaschula & Maseko, 2014; Kruger, 2009). 

Seboni’s translation, therefore, exemplifies how African languages can function as 

vehicles for complex thought and artistic innovation, contributing to the larger project 

of linguistic empowerment and cultural continuity. 

Ultimately, the rationale for this study lies in its dual contribution: it advances 

theoretical and practical understanding of translation as a culturally situated process, 

and it supports the preservation, development, and modernisation of African 

languages through literary translation. By examining Seboni’s Kgosi Henry wa Bone, 

this research seeks to highlight the role of translation in maintaining the integrity of 

African literary traditions while engaging productively with global literary heritage. In 

this way, the study contributes both to the field of translation studies and to the ongoing 

cultural reclamation of African linguistic expression. 

 

1.4. Aim, objectives and research questions of the study 
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1.4.1. Aim of the study 

The study investigates Seboni’s translation strategies used in his translation of King 

Henry IV into Setswana focusing on cultural and linguistic nuances. 

 

1.4.2. Objectives of the study 

The following are the objectives of study: 

• To investigate the translation strategies employed by Seboni in addressing 

cultural and figurative language differences between English and Setswana. 

• To analyse the translation strategies used by Seboni in Kgosi Henry wa Bone. 

• To evaluate the impact of the translation strategies used by Seboni on 

Setswana culture and language preservation. 

 

1.4.3. Research questions  

The study addresses the following questions: 

• What specific translation strategies did Seboni employ in translating Kgosi 

Henry wa Bone?  

• How do the translation strategies used by Seboni reflect cultural and linguistic 

nuances between English and Setswana? 

• What impact do the translation strategies used by Seboni have on Setswana 

cultural and language preservation? 

 

1.5. Definition of key concepts 

For the benefit of the consumers of the study to follow, it is necessary to clearly define 

key concepts frequently used in the study. The major concepts that are regarded as 

the backbone of the study are, namely: translation, translation strategies, target and 

source language, foreignisation and domestication. They are defined below with the 

purpose of helping the reader to make sense of what is presented in the subsequent 

chapters. 

 

1.5.1. Translation 

Translation is the process of converting text or speech from one language (the source 

language) into another language (the target language), while preserving the meaning, 

style, and context of the original (Newmark, 1988). Kanyane (2018) concurs that 



7 
 

translation can be said to be a process whereby a translator changes the original 

written text from one language into another language. The translator agrees that 

translation is a process of converting the source language into the target language 

with the goal of making the target reader understand the text in his or her own 

language. 

 

 

1.5.2. Translation strategy 

Bell (1998) describes translation strategy as the methodical approach, procedures, or 

strategies a translator uses to overcome difficulties when translating a text from the 

Source Language (SL) into the Target Language (TL) while taking contextual, 

linguistic, and cultural variables into account. Techniques are used to guarantee that 

the translation is in line with the target audience and purpose, maintain meaning, and 

achieve equivalency. 

 

Translation strategies are procedures employed by translators to deal with challenges 

of equivalence between source and target texts, categorised broadly into direct and 

oblique strategies (Vinay, 1958; Darbelnet, 1995). A translation strategy is the 

approach a translator employs to address challenges in the translation process, 

ensuring that the target audience understands the text in a manner comparable to how 

the source audience experiences it. 

 

1.53. Domestication 

Domestication refers to a translation strategy that adapts the source text to the 

linguistic, cultural, and stylistic norms of the target language and culture. The goal is 

to make the translation read fluently and naturally for the target audience, even if this 

means minimising or erasing the foreign elements of the source text. In other words, 

domestication brings the text “closer” to the reader by making it appear as though it 

was originally written in the target language (Venuti, 1995; Nida, 1964).  

 

1.5.4. Foreignisation 

Foreignisation is a strategy that deliberately retains elements of the source language 

and culture, allowing the reader to sense the “foreignness” of the original text. It resists 

cultural assimilation and emphasises the differences between the source and target 
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cultures. Foreignisation thus “sends the reader abroad,” preserving the distinct 

linguistic and cultural identity of the original work (Venuti, 1995; Schleiermacher, 

1813;2012). 

 

1.5.5. Source language  

In translation studies, the source language (SL) refers to the language of the original 

text. That is, the language from which a translator translates. It carries the original 

author’s ideas, cultural expressions, and linguistic structures (Catford, 1965; Nida & 

Taber, 1969). 

 

1.5.6. Target language  

The target language (TL), on the other hand, is the language into which the translation 

is made. It is the language of the translated or receptor text, meant for readers who 

may not understand the source language (Newmark, 1988). 

 

1.6. Division of chapters 

Chapter one constituted the introduction and background of the study, problem 

statement, rationale of the study. The chapter also outlined the aim and objectives of 

the study that are lined with research questions. This chapter also encapsulated the 

research methodology and the research approaches of the study. On the other hand, 

limitations and delimitations, population and sampling methods significance of the 

study and, ethical considerations are provided. Furthermore, definition of key concepts 

that will frequently be used in the study are outlined.  

 

Chapter two reviewed research studies of other scholars on translation strategies, 

focusing on figurative language, cultural nuances, and the impact of technology on 

translation quality and human agency. It establishes a theoretical foundation for the 

study and situates it within global translation discourse, highlighting key gaps and 

emerging trends. 

 

Chapter three focused on the research methodology and research design which 

covers the methods, research approach, sampling procedures, data collection and 

analysis and the ethical considerations.  
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Chapter four dealt with data presentation and analysis where themes were identified 

using the selected extracts from King Henry VI for English and Kgosi Henry wa Bone 

for Setswana. 

 

Chapter five presented the findings, recommendations and conclusions of the 

research study. 

 

17. Conclusion 

This chapter has outlined the introduction, background and the rationale of the study. 

The problem statement and aims and objectives as well as the research questions 

were discussed. The research methods and approaches, limitations and delimitations 

of the study, population and sampling methods, ethical considerations and significance 

of the study were also provided. The definitions of key concepts were explained and 

the chapter divisions are outlined chronologically. The following section presents the 

literature review of the study. 
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CHAPTER 2: LITERATURE REVIEW 

 

2.1. Introduction  

This chapter critically reviewed key scholarly contributions that inform the 

understanding of translation as a complex, context-sensitive process. It begins by 

giving perspectives on translation strategies and the classification of translation 

strategies. Attention is given to the treatment of figurative language and cultural 

nuance, which pose significant difficulties in achieving both semantic fidelity and 

cultural resonance. Furthermore, the chapter addressed the impact of technological 

advancements, including machine translation and computer-assisted tools, with a 

focus on their implications for translation quality and human agency. By synthesising 

these diverse strands of scholarly viewpoints in the literature review, a comprehensive 

foundation for the subsequent analysis of translation challenges and considerations 

was established. It situates the current study within the broader academic discourse, 

identifying gaps, tensions, and emerging trends that shape the practice and pedagogy 

of translation in a globalised world. 

 

2.2. Systematic literature relevant to the study  

 

2.2.1. Definitions and Perspectives on Translation Strategies 

Translation is a complex intellectual activity that involves interpreting the meaning of 

a source text and rendering it into a target language in a way that preserves both 

meaning and cultural nuance (Khudaybergenova, 2021). The concept of a translation 

strategy refers to the method or approach employed by a translator to achieve this 

goal. However, the term is not uniformly defined, with scholars offering varying 

interpretations based on context and purpose. 

Harmon (2019) defines a strategy as a deliberate and rational plan of action, implying 

that translation strategies involve a sequence of decisions rather than isolated choices. 

Zilola (2021) emphasises that translation strategies are not rigid rules, but flexible 

processes chosen by translators to suit specific tasks. 
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Translation strategies are central to the study and practice of translation, particularly 

in understanding how translators navigate linguistic, cultural, and contextual 

challenges. The concept has evolved through various theoretical lenses, ranging from 

psycholinguistic to functionalist approaches. 

Plonska (2014), citing Lörscher (1991), defines a translation strategy as a “potentially 

conscious procedure for the solution of a problem which an individual is faced with 

when translating a text segment from one language to another.” This definition 

emphasises the cognitive and problem-solving nature of translation, suggesting that 

strategies are activated when a translator encounters difficulty or ambiguity in the 

source text. 

Lörscher (1991) further elaborates that translation strategies consist of observable 

behaviors such as monitoring, rephrasing, and multiple verbalisations, which can be 

reconstructed through empirical methods like think-aloud protocols. 

Königs (1987) and Wills (1983), as cited by Plonska (2014), argue that translation 

strategies are often highly individual and may not always lead to optimal translations. 

They distinguish between strategies (individual, situational procedures) and methods 

(systematic, supra-individual approaches), suggesting that while methods can be 

taught and standardised, strategies are more reflective of personal cognitive styles.  

This distinction aligns with Lörscher’s (1991) observation that strategies are mental 

phenomena, reconstructed through indicators such as pauses, corrections, and 

reformulations during the translation process.  

Che (2005) introduces a functional perspective in the context of drama translation, 

defining strategies as goal-oriented actions aimed at overcoming communicative 

challenges or achieving specific functions. He argues that drama translation requires 

strategies that ensure performability, speak ability and cultural integration, which are 

not always addressed by prescriptive principles.  

Che distinguishes between page translations (closer to the source text, favouring 

foreignisation) and stage translations (adapted for performance, favouring 

domestication), showing how strategies vary depending on the intended function and 

audience of the translation. 
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Simamora et al. (2022) emphasise the role of the translator’s intent and purpose in 

shaping the translation outcome. The translator’s goals, whether to preserve cultural 

authenticity, ensure readability, or adapt for performance, directly influence the choice 

of strategy. This aligns with the Skopos theory, which posits that translation is guided 

by the intended function of the target text. 

Newmark (1988) makes a crucial distinction between translation methods and 

translation strategies. Methods refer to the overall approach to translating a text (e.g., 

semantic vs. communicative translation), while strategies are specific procedures 

used to solve localised problems (e.g. transposition, modulation, adaptation). 

Newmark’s taxonomy includes 20 procedures, such as, literal translation, cultural 

equivalence, functional equivalence, and paraphrase, each suited to different types of 

translation challenges. His framework bridges linguistic and cultural considerations, 

offering practical tools for translators working across diverse genres and contexts. 

 

2.2.2. Classification of Translation Strategies 

One of the earliest and most influential models of translation strategies was proposed 

by Vinay and Darbelnet (1958) in their comparative stylistic analysis of French and 

English. Their model distinguishes between two overarching strategies: direct 

translation and oblique translation. Direct translation is used when structural and 

conceptual parallels exist between the source and target languages, while oblique 

translation is applied when such parallels are absent, necessitating more creative 

solutions. 

Under direct translation, Vinay and Darbelnet identify three techniques: borrowing, 

calque, and literal translation. Borrowing involves the use of source language terms in 

the target language without modification, often for cultural or technical reasons. Calque 

refers to the literal translation of source language phrases or structures, resulting in 

expressions that may be grammatically correct but culturally unfamiliar. Literal 

translation is a word-for-word rendering that maintains grammatical structure and 

meaning, suitable for closely related languages. 
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Oblique translation includes four techniques which are: transposition, modulation, 

equivalence, and adaptation. Transposition involves changing grammatical 

categories, such as converting a noun into a verb. Modulation shifts the point of view 

or semantics, allowing for more natural expression in the target language. Equivalence 

replaces idiomatic expressions with culturally equivalent ones, while adaptation 

substitutes cultural references to suit target language norms. Vinay and Darbelnet’s 

model remain foundational in contrastive linguistics and bilingual text analysis, offering 

a practical framework for analysing translation choices (Vinay & Darbelnet, 1958). 

Newmark (1988) expands the classification of translation strategies into a detailed 

taxonomy of 19 translation procedures, distinguishing between translation methods 

(overall approaches) and translation procedures (local solutions). His approach is 

particularly useful in literary and cultural translation, where nuanced interpretation is 

required. 

Among Newmark’s key procedures there are, literal translation, transference, 

naturalisation, cultural equivalent, functional equivalent and descriptive equivalent. 

Literal translation, which is like Vinay and Darbelnet’s concept, involves a faithful 

rendering of source language syntax and semantics. Transference refers to borrowing 

proper names and cultural terms, while naturalisation adapts borrowed terms to target 

language phonology and morphology. Cultural equivalent replaces source language 

cultural terms with target language counterparts, and functional equivalent uses 

neutral terms to convey meaning. Descriptive equivalent explains source language 

terms in the target language, often used for culturally specific items. 

Other procedures, include synonymy, modulation, componential analysis, reduction 

and expansion, paraphrase, couplets and notes and glosses. Synonymy involves 

using near equivalents while modulation changes perspective or semantics. 

Componential analysis compares semantic components to find the most accurate 

translation. Reduction and expansion adjust text length for clarity and paraphrase 

rewords for better comprehension. Couplets combine two procedures and notes and 

glosses add explanatory information. Newmark’s taxonomy provides translators with 

a versatile toolkit for addressing diverse translation challenges (Newmark, 1988). 
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 Chesterman (1997) offers a comprehensive classification of translation strategies 

based on the type of change involved. His taxonomy is divided into three categories, 

which are: syntactic strategies, semantic strategies, and pragmatic strategies. This 

model is particularly useful for both descriptive and applied translation studies, as it 

allows for systematic analysis of translation choices. 

Syntactic strategies manipulate the form of the text and comprise literal translation, 

loan/calque, transposition, unit shift, phrase/clause/sentence structure change, 

cohesion change, level shift, and scheme change. These strategies address structural 

differences between languages and help maintain grammatical coherence in the target 

text. 

Semantic strategies which manipulate meaning incorporate synonymy, antonymy, 

hyponymy, converses, abstraction change, distribution change, emphasis change, 

paraphrase, and trope change. These strategies are employed to preserve the 

semantic integrity of the source text while adapting it to the target language’s lexical 

and conceptual framework. 

Pragmatic strategies manipulate the message and encompass cultural filtering, 

explicitness change, information change, interpersonal change, illocutionary change, 

coherence change, partial translation, visibility change, and trans-editing. These 

strategies are particularly relevant in cross-cultural communication, where the 

translator must consider the target audience’s expectations and cultural norms. 

Chesterman’s taxonomy is notable for its analytical depth and adaptability across 

different genres and contexts (Chesterman, 1997). 

Baker (1992, 2018) focuses on equivalence at different linguistic levels, offering 

strategies designed to address specific translation problems, particularly in lexical and 

pragmatic contexts. Her approach is grounded in the concept of non-equivalence, 

where no direct counterpart exists in the target language. 

In her research study, Baker identifies nine strategies namely: translation by a more 

general word, translation by a more neutral or less expressive word, translation by 

cultural substitution, translation using a loan word or loan word plus explanation, 

translation by paraphrase using a related word, translation by paraphrase using an 



15 
 

unrelated word, translation by omission, translation by addition, and translation by 

illustration. 

Translation by a more general word involves using superordinate when no specific 

equivalent exists. Translation by a more neutral or less expressive word is used to 

tone down emotionally charged language. Cultural substitution replaces culturally 

specific items with target language equivalents, enhancing accessibility. Loan words 

are used for technical or culturally unique terms, often accompanied by explanations. 

Paraphrasing, either with related or unrelated words, allows for flexible rendering of 

complex concepts. Omission and addition are employed to manage information 

density, while illustration provides visual or descriptive support. Baker’s taxonomy is 

widely used in translator training and is particularly effective in dealing with cultural 

specificity and lexical gaps (Baker, 1992; 2018). 

While each classification system offers unique insights, they share common principles. 

All strategies are problem-solving in nature, aiming to resolve translation challenges. 

They are context-sensitive, with strategy choice depending on text type, audience, and 

purpose. Flexibility is another shared feature, as translators often combine strategies 

to achieve optimal results. 

Vinay and Darbelnet’s model is structural, focusing on linguistic correspondences. 

Newmark’s taxonomy is procedural, offering practical tools for various translation 

scenarios. Chesterman’s model is analytical, emphasising the type of change 

involved. Baker’s approach is functional, addressing equivalence and cultural 

adaptation. Together, these models provide a robust framework for understanding and 

teaching translation strategies. 

In professional translation, strategy selection is influenced by several factors, including 

text genre, audience expectations, and cultural context. Literary texts often require 

creative strategies such as adaptation and paraphrase to preserve artistic intent. 

Technical manuals demand clarity and precision, favouring literal translation and 

functional equivalence. Cross-cultural communication necessitates strategies like 

cultural substitution and modulation to ensure relevance and accessibility. 

For instance, translating idioms such as “kick the bucket” into isiZulu may require 

equivalence or paraphrase, depending on the availability of a culturally resonant 
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expression. Similarly, translating legal documents demands strict adherence to source 

language meaning, often using literal translation and notes for clarification. 

 

2.2.3. Figurative Language and Cultural Nuance in Translation 

Translation is a multifaceted process that goes beyond the mere substitution of words 

from one language to another. It involves the interpretation of meaning, the recreation 

of stylistic elements, and the negotiation of cultural values. Among the most complex 

aspects of translation are figurative language and cultural nuance. Figurative 

expressions such as, metaphors, idioms, similes, and hyperboles are deeply 

embedded in the cultural and cognitive frameworks of a language. Their translation 

requires not only linguistic competence but also cultural sensitivity and creative 

adaptation. This study explores the intricacies of translating figurative language and 

cultural nuance, examining theoretical frameworks, practical strategies and the 

implications for cross-cultural communication. 

 

2.2.3.1. Figurative Language 

Figurative language refers to expressions that convey meanings beyond their literal 

interpretation. It includes tropes such as metaphor, metonymy, synecdoche, irony, and 

personification. According to Denroche (2023), figurative language is not an exception 

but a fundamental feature of human communication. Language is inherently figurative 

due to the indeterminacy of meaning and the partial nature of linguistic representation. 

This perspective aligns with Conceptual Metaphor Theory (Lakoff and Johnson, 1980), 

which posits that metaphor is a cognitive mechanism through which abstract concepts 

are understood via concrete experiences. 

In translation, figurative language presents a dual challenge: preserving the semantic 

content and maintaining the stylistic and emotional impact. Literal translation often fails 

to capture the intended meaning, while over-interpretation may distort the original 

message. As Teilanyo (2007) argues, figurative language is integral to the literariness 

of a text, and any alteration risks diminishing its aesthetic and cultural value. Types of 
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Figurative Language and Translation Challenges can include amongst others the 

following:  

• Metaphor and Metonymy 

Metaphors involve a conceptual mapping between two unrelated domains, such as 

“time is money” or “life is a journey.” Metonymy, by contrast, involves a shift within 

related domains, such as using “the crown” to refer to monarchy. Denroche (2023) 

identifies metaphor and metonymy as “master tropes” that guide the translation of 

other figurative forms. Translating these tropes requires an understanding of the 

cognitive and cultural associations underlying them. 

For example, the metaphor “he has a heart of stone” may be rendered differently in 

cultures where emotional expression is conceptualised through other bodily organs. 

In such cases, translators must decide whether to preserve the metaphor, adapt it, or 

replace it with a culturally equivalent expression. 

• Idioms and Proverbs 

Idioms are fixed expressions whose meanings are not deducible from the individual 

words, such as “kick the bucket” or “spill the beans.” Proverbs are culturally embedded 

sayings that convey wisdom or moral lessons. These expressions are often 

untranslatable in a literal sense. Ahmed (2024) notes that idioms pose semantic and 

pragmatic challenges, requiring strategies such as paraphrasing, cultural substitution, 

or adaptation. 

Teilanyo (2007) emphasises the importance of retaining the figurative texture of idioms 

in literary translation, even if this involves violating the syntactic norms of the target 

language. This approach prioritises fidelity to the source text’s aesthetic and cultural 

dimensions. 

• Similes, Hyperbole, and Litotes 

Similes compare two entities using “like” or “as,” while hyperbole exaggerates for 

effect, and litotes use understatement. These figures of speech contribute to the tone 

and emotional resonance of a text. Aleksandovna (2025) highlights the need for 
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translators to consider the stylistic function and cultural context of such expressions, 

employing techniques like compensation, substitution and descriptive translation. 

 

2.2.3.2. Cultural Nuance in Translation 

Cultural nuance refers to the subtle meanings, values, and associations embedded in 

language that reflect a community’s worldview. These include idioms, humour, 

historical references, social norms and emotional tone. Vishwakarma (2023) argues 

that translation is a multidimensional process that requires deep cultural 

comprehension and sensitivity. Translators act as cultural mediators, bridging gaps 

between source and target cultures. 

Cultural nuances are particularly evident in figurative language. For instance, the 

English idiom “break the ice” may be meaningless in cultures without the metaphorical 

association of ice with social tension. In such cases, translators must find culturally 

resonant equivalents or provide explanatory glosses. 

 

2.2.4. Strategies for Translating Figurative Language and Cultural Nuance 

Translating figurative language and culturally bound expressions remains one of the 

most demanding aspects of translation. Figurative expressions carry cultural, 

emotional, and symbolic meanings that may not have direct equivalents in the target 

language (Newmark, 1988; Nida & Taber, 2003). The translator’s task is to strike a 

balance between linguistic fidelity and cultural intelligibility, ensuring that both meaning 

and style are preserved as much as possible (Baker, 2018; Larson, 1998). This often 

requires the application of different strategies that reflect the translator’s judgment and 

orientation toward the source and target cultures. 

 

2.2.4.1. Literal Translation with Annotation 

Literal translation with annotation involves translating the figurative or culturally loaded 

expression word-for-word, accompanied by footnotes, glossaries, or translator’s notes 

to explain its meaning (Venuti, 1995; Munday, 2016). This approach maintains the 
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source text’s linguistic and cultural integrity, allowing readers to encounter the foreign 

culture directly. It is particularly suitable for academic, religious, or historical texts, 

where accuracy and faithfulness are paramount (Newmark, 1988). For instance, a 

Setswana idiom such as “pelo e metsi” (literally “a heart that is wet,” meaning a 

compassionate person) may be retained in its literal form, with an annotation clarifying 

its idiomatic meaning. This method is closely aligned with foreignisation, as it 

prioritises the preservation of cultural distinctiveness over immediate readability. 

 

2.2.4.2. Cultural Substitution 

Cultural substitution replaces a source expression with a target-culture equivalent that 

produces a similar effect or connotation (Baker, 2018; Nida, 1964). This strategy 

enhances the reader’s familiarity and comfort by localising foreign elements. For 

example, the English idiom “when pigs fly” may be translated as “when the crayfish 

whistles on the mountain” in Russian or as “fa dikgomo di fofa” (“when cows fly”) in 

Setswana (MLTMS, 2025). Cultural substitution is a domesticating strategy because 

it adapts the text to the target culture’s norms and experiences, making it more 

accessible but potentially diminishing the foreign cultural texture (Venuti, 1995). 

 

2.2.4.3. Paraphrasing 

Paraphrasing re-expresses the figurative meaning in simple, non-figurative language 

when no direct or near equivalent exists in the target language (Larson, 1998; Baker, 

2018). It ensures semantic clarity, prioritising sense over form. For instance, 

Shakespeare’s “wear one’s heart upon one’s sleeve” could be rendered as “go 

bontsha maikutlo a gago sentle” (“to show your feelings openly”) in Setswana. While 

the metaphorical form is lost, the intended emotional meaning is retained. This 

approach is common in cross-cultural translations, where literal equivalence may 

obscure meaning due to differing cultural conceptualisations. 
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2.2.4.4. Adaptation 

Adaptation modifies a figurative expression or cultural reference to suit the linguistic, 

social, or emotional context of the target audience (Vinay & Darbelnet, 1995; Bastin, 

2001). It is particularly prevalent in literary, dramatic, and audiovisual translation, 

where performability and audience engagement are central (Munday, 2016). 

Adaptation seeks to reproduce the same effect that the original produced on its 

readers, rather than its literal content, aligning closely with Nida’s concept of dynamic 

equivalence (Nida & Taber, 2003). For example, a culturally specific Shakespearean 

pun may be replaced with a Setswana equivalent that achieves comparable humour 

or resonance. 

 

2.2.4.5. Compensation 

Compensation entails inserting a figurative device or stylistic feature elsewhere in the 

text to make up for one lost during translation (Newmark, 1988; Hervey & Higgins, 

2002). It allows the translator to maintain the stylistic balance and literary richness of 

the text, especially when translating idioms, puns, or metaphors that cannot be directly 

rendered. This approach demonstrates the translator’s creativity and sensitivity to the 

aesthetic rhythm of the text. It is especially valuable in poetic or dramatic translation, 

where preserving the text’s tonal and emotional equilibrium is essential (Munday, 

2016). 

 

2.2.4.6. Domestication 

Domestication refers to a translation strategy that makes a foreign text more familiar 

and accessible to the target audience by adapting it to local linguistic and cultural 

norms (Venuti, 1995; Schleiermacher, 1813;2012). This approach aligns with the 

target-oriented translation paradigm, where readability and cultural resonance take 

precedence over foreign preservation. Domestication often involves modifying idioms, 

cultural allusions and figurative imagery so that they appear natural in the target 

language (Baker, 2018). For example, in translating Shakespeare into Setswana, a 

reference to an English cultural event or food might be replaced with a Setswana 

equivalent that evokes a similar social or emotional response. Although domestication 
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promotes fluency and accessibility, critics argue that it can obscure the cultural identity 

of the source text, effectively “naturalising” the foreign (Venuti, 1995). 

 

2.2.4.7. Foreignisation 

Foreignisation, by contrast, deliberately preserves the foreignness of the source text, 

maintaining its cultural and linguistic peculiarities to remind readers of its foreign origin 

(Venuti, 1995; Berman, 2000). This strategy resists the dominance of target-culture 

norms, advocating for cultural diversity and authenticity in translation (Schleiermacher, 

1813;2012). Foreignisation is often achieved through literal translation, retention of 

source terms, or limited explanation via footnotes. In the context of Setswana 

translations, this approach might involve retaining certain English or European cultural 

references in Kgosi Henry wa Bone to reflect Shakespeare’s original milieu. While 

foreignisationforeignization can challenge the reader’s comfort, it enhances 

intercultural understanding and preserves the source text’s historical and aesthetic 

integrity (Munday, 2016). 

 

2.2.5. Case Studies and Examples 

In the translation of Clark’s The Ozidi Saga, Teilanyo (2007) identifies instances where 

figurative expressions were either enriched, impoverished, or altered. For example, 

the metaphor “his senses fled him” was used to replace a literal expression, enhancing 

the figurative texture. Conversely, some euphemisms in the source text were rendered 

literally, resulting in a loss of cultural nuance. 

Aleksandovna (2025) analyses the translation of Dolgaya’s The Gods of Middle World, 

highlighting strategies such as descriptive translation, substitution, and omission. The 

study reveals that successful translation of figurative language requires balancing 

expressiveness with linguistic accuracy. 

Denroche (2023) presents a comprehensive framework for translating figurative 

language, arguing that all language is inherently figurative due to the indeterminacy of 

meaning. He proposes two key strategies namely: (1) recreating the semantic space 

of the source text rather than mechanically matching lexicogrammar and (2) treating 
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metonymy and metaphor as master tropes that guide the translation of other figures 

such as irony, hyperbole, and personification. This approach is particularly effective in 

discourse-level translation, where figurative patterns such as metaphor clusters and 

chains shape the text’s meaning. Denroche’s interdisciplinary model draws from 

cognitive linguistics, semiotics, and translation studies, offering translators a flexible 

and creative toolkit. 

Okora (2023) explores the translation of the Kiswahili literary text Barua Ndefu Kama 

Hii into French and English, focusing on meaning reformulation as a strategy for 

handling figurative language. The study highlights how metaphors and similes were 

adapted to preserve cultural resonance. For instance, the Kiswahili metaphor “maisha 

ni safari” (life is a journey) was rendered in French as “la vie est un voyage,” 

maintaining both the figurative and cultural meaning. The translator’s success 

depended on understanding the worldview embedded in the source culture, 

demonstrating that effective figurative translation requires more than linguistic 

equivalence, it demands cultural empathy and interpretive skill.  

Pratiwi et al. (2023) conduct a comparative analysis of similes and metaphors in two 

Indonesian translations of Hemingway’s The Old Man and the Sea. Using qualitative 

methods, they found that different translation techniques, such as literal translation, 

modulation, and paraphrasing, had varying impacts on translation quality. One version 

achieved higher scores in accuracy, acceptability, and readability. The study 

underscores the importance of strategic selection of techniques based on the 

figurative density and stylistic demands of the source text. It also reveals how 

translators leave a personal imprint on the text, even when striving for fidelity. 

Teilanyo (2007) analyses Clark’s Izon-English translation of The Ozidi Saga, focusing 

on how figurative expressions were handled. The study identifies cases of figuration 

(adding figurative texture), disfiguration (removing figurative texture)and alter-

figuration (modifying figurative meaning). For example, the metaphor “his senses fled 

him” was used to enhance the emotional impact, while some euphemisms were 

translated literally, resulting in cultural loss. Teilanyo argues that literary translators 

should strive to retain the figurative level of the source text, even if it requires violating 

target language norms, and recommends using annotations and glossaries to support 

comprehension.  
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Zare-Behtash and Firoozkoohi (2012) examine the translation of culture-specific items 

(CSIs) in literary texts, emphasising the translator’s role as a cultural mediator. 

Drawing on Venuti’s (1995) concepts of domestication and foreignisation, they argue 

that translators must balance fidelity to the source culture with accessibility for the 

target audience. Strategies include transference, componential analysis and cultural 

substitution. The study highlights the importance of the translator visibility and the 

ethical implications of adapting culturally embedded expressions, especially in 

politically or ideologically sensitive contexts.  

 

2.2.6. Challenges and considerations in translation 

 

2.2.6.1. Linguistic challenges 

One of the most fundamental challenges in translation arises from linguistic 

differences between source and target languages. Languages vary in their 

grammatical structures, syntactic rules, lexical inventories and idiomatic expressions. 

These differences can lead to difficulties in achieving semantic equivalence and 

maintaining the stylistic integrity of the original text. (source) 

For example, English follows a subject-verb-object (SVO) structure, while languages 

like Turkish and Japanese use subject-object-verb (SOV) order. Such structural 

variations necessitate syntactic reorganisation during translation to ensure clarity and 

coherence in the target language (Smartling, 2025). Additionally, compound words, 

phrasal verbs, and idioms often lack direct equivalents, requiring translators to employ 

paraphrasing or cultural substitution (Translate Press, 2024). 

Semantic challenges also arise when words in the source language carry multiple 

meanings or connotations that are not easily translatable. The Portuguese term 

“saudade,” which conveys a deep emotional longing, has no direct English equivalent 

and must be rendered descriptively (Naarg Media, 2024). These lexical gaps demand 

creative solutions and a deep understanding of both languages. 
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2.2.6.2. Cultural challenges 

Translation is inherently a cultural act. Languages are embedded within cultural 

systems that shape meaning, values and communication norms. Cultural references, 

idioms, humour and social customs often pose significant challenges for translators, 

especially when the source and target cultures differ markedly. 

Vishwakarma (2023) emphasises that translation requires not only linguistic 

competence but also cultural literacy. Translators must navigate cultural nuances to 

ensure that the translated text resonates with the target audience. This is particularly 

important in literary translation, where cultural context contributes to the aesthetic and 

emotional impact of the text. 

Cultural untranslatability is a persistent issue. Concepts such as “karma” in Sanskrit 

or “hygge” in Danish carry cultural meanings that are difficult to convey in other 

languages. In such cases, translators may use footnotes, glossaries, or explanatory 

paraphrases to preserve meaning (Imami et al., 2021). The challenge lies in balancing 

fidelity to the source text with accessibility for the target audience. 

 

2.2.7. Machine translation and technology 

The rise of machine translation (MT) has transformed the translation landscape, 

offering speed and cost-efficiency. However, MT systems often struggle with figurative 

language, idioms and cultural references. They lack the contextual understanding and 

creative intuition required for high-quality translation. 

Atabaeva (2024) notes that while MT can handle routine translations, it is inadequate 

for texts requiring nuance and cultural sensitivity. Human translators remain essential 

for tasks involving ambiguity, emotion and stylistic complexity. Hybrid approaches, 

combining MT with human post-editing are increasingly used to balance efficiency with 

quality. 

Recent developments in artificial intelligence and neural machine translation have 

improved MT performance, but challenges remain. Briakou et al., (2024) propose a 

step-by-step translation model that mimics human cognitive processes, including pre-
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translation research, drafting, and revision. This approach enhances translation quality 

but requires sophisticated tools and training. 

 

2.3. Conclusion 

The literature reviewed in this chapter underscores the multifaceted nature of 

translation, revealing it as a dynamic interplay between linguistic precision, cultural 

sensitivity, and strategic decision-making. Foundational theories such as, Skopos 

Theory, provided with essential frameworks for understanding how meaning is 

constructed and conveyed across languages and cultures. The classification of 

translation strategies particularly those proposed by Vinay and Darbelnet, Newmark, 

Chesterman and Bakeoffers practical tools for addressing the diverse challenges 

translators face, from lexical gaps to structural mismatches. A recurring theme 

throughout the literature is the complexity of figurative language and cultural nuance, 

which demand not only technical skill but also interpretive creativity and cultural 

empathy. Case studies such as the translation of The Ozidi Saga, The Old Man and 

the Sea, and Barua Ndefu Kama Hii illustrate how translators navigate these 

challenges through techniques like paraphrasing, cultural substitution, and meaning 

reformulation. Moreover, the ethical dimensions of translation—particularly the tension 

between fidelity and adaptation—highlight the translator’s role as both a linguistic 

expert and a cultural mediator. The rise of machine translation and Artificial 

Intelligence (AI) tools introduce new possibilities and limitations, reinforcing the 

continued relevance of human judgment in nuanced translation tasks. Collectively, the 

literature review establishes a robust foundation for examining the practical and 

theoretical considerations that shape translation in various contexts. It also identifies 

critical gaps and emerging trends, such as the need for more discourse-level analysis 

and culturally inclusive translation practices, which will inform the subsequent chapters 

of this study. 

The chapter that follows details the research design, data selection, and analytical 

framework adopted to explore the translation strategies employed in the selected 

texts. 

.  
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CHAPTER THREE: RESEARCH METHODOLOGY 

 

 

3.1. Introduction 

The previous chapter examined pertinent literature and the theoretical framework 

that guided the investigation. The research methodology is then described in 

Chapter 3, including the research design, data selection, and analytical strategy 

utilized to look at the translation techniques us the chosen texted in. The research 

methodology is then described in Chapter 3. 

This chapter outlines the research methodology employed to investigate the 

translation strategies used by M.O.M. Seboni in Kgosi Henry wa Bone drama, with a 

particular focus on cultural and linguistic nuances. It provides a detailed account of the 

research design, approach, data collection methods and data analysis procedures, 

demonstrating how each element aligns with the objectives of the study. By adopting 

a qualitative and interpretive framework, the chapter explains how the study 

systematically examines translation choices, highlighting the interplay between 

domesticating and foreignising strategies and their effect on cultural fidelity and 

linguistic accessibility. This methodological framework ensures that the study’s 

findings are both rigorous and contextually grounded within translation theory and 

practice. 

 

3.2. Research design and approach 

This study adopts a qualitative research design grounded in descriptive and 

interpretive paradigms to explore the translation strategies employed by M.O.M. 

Seboni in Kgosi Henry wa Bone drama. The qualitative approach allows for an in-

depth examination of linguistic and cultural nuances as they appear in both the source 

and target texts, prioritising meaning, context, and interpretation over numerical data 

(Creswell & Poth, 2018). Through this design, the study seeks to uncover how Seboni 

negotiates between domesticating and foreignising strategies to achieve equivalence 

and cultural resonance. 
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The study is exploratory and analytical in nature, seeking to describe and interpret 

Seboni’s translation choices rather than to generalise the findings. Data were drawn 

directly from the translated text of Kgosi Henry wa Bone and its source, allowing for a 

detailed qualitative comparison. The analysis focused on instances of figurative 

expressions, idiomatic language and culturally bound references to assess how 

meaning is negotiated through translation. By combining descriptive and functional 

perspectives, the research design provides a holistic understanding of the translator’s 

strategic decision-making and its impact on cross-cultural communication. 

 

3.3. Population and sampling method 

The population for this study consists of the two books namely: English drama of 

Shakespeare which is King Henry IV Part One and the Setswana translated drama by 

Seboni called Kgosi Henry wa Bone. The English text serves as the source language 

while the Setswana text serves as a target language. The study employed purposive 

sampling, selecting segments of the texts that contain culturally and linguistically 

significant elements such as, idioms, proverbs, figurative expressions and other 

context-specific phrases. Purposive sampling ensures that the data collected are 

directly relevant to the research objectives and allows for detailed qualitative analysis 

of translation strategies (Patton, 2015). The sampling units were carefully chosen to 

reflect representative patterns of Seboni’s approach across the text. A total of 53 

extracts were sampled from the English and Setswana titles. Although the English title 

indicated a publication date of 1961, it is important to note that the Setswana translated 

version does not differ substantially from the 1945 translation. The researcher 

observed, however, that the 1945 edition presents challenges for scholarly use, 

particularly due to its inadequate referencing system, such as the absence of clear 

page numbering. 

 

3.4. Data collection method 

The data for this study were obtained through document analysis, focusing on the 

source text and Setswana translated version of Kgosi Henry wa Bone. Document 

analysis is a systematic procedure for reviewing and evaluating printed or electronic 
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materials to extract meaningful information relevant to a research question (Bowen, 

2009). This method was suitable because it allows for a detailed examination of 

linguistic and cultural shifts within authentic translation products without researcher 

interference. 

Both the source text and its translation were collected in their published forms to 

ensure reliability and authenticity. The analysis targeted linguistically and culturally 

significant elements such as, idiomatic expressions, proverbs, figurative language and 

culturally bound references. These were purposively selected as they represent core 

features where translation strategies become most evident (Krippendorff, 2018). 

The data collection process involved identifying and categorising instances of 

translation strategies such as domestication, foreignisation, cultural substitution, literal 

translation and adaptation. Each instance was recorded with contextual notes 

describing how meaning and cultural nuance were conveyed in both the source and 

target languages. This ensured a structured dataset for qualitative interpretation and 

comparison. 

 

3.5. Method of data analysis 

The study employed qualitative content analysis to interpret the data. Content analysis 

allows the researcher to identify recurring patterns, themes and translation strategies 

within textual data (Schreier, 2012). Following the principles of the Descriptive 

Translation Studies (DTS) from Toury (2012 and the Skopos theory Vermeer (1989), 

the analysis sought to describe how Seboni’s translation decisions align with the 

purpose of the translation and the socio-cultural context of the target audience. 

The analytical process unfolded in several stages. Firstly, relevant translation units 

were extracted and coded according to strategy types. Secondly, each strategy was 

examined in relation to its function and effect, that is, how it served to preserve or 

adapt cultural and linguistic nuances. Thirdly, a comparative interpretation was 

conducted to assess whether Seboni’s choices leaned towards domestication or 

foreignization and how these influenced meaning equivalence and cultural resonance 

(Venuti, 1995). 
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Interpretation of the data was guided by a contextual and functional lens, 

acknowledging that translation choices are influenced by linguistic norms, cultural 

expectations, and the intended readership (Munday, 2016). The findings were 

synthesised thematically, allowing the researcher to discuss how Seboni’s strategies 

demonstrated a balance between fidelity to the source culture and accessibility for the 

target audience. 

 

3.6. Theoretical framework 

This study is grounded in Descriptive Translation Studies (DTS) and Skopos Theory, 

which together provided a comprehensive lens for analysing translation strategies 

employed by Seboni in the drama of Kgosi Henry wa Bone. These frameworks guided 

both the descriptive and the functional evaluation of translation choices, particularly 

regarding cultural and linguistic nuances. 

 

3.6.1. Descriptive Translation Studies  

Descriptive Translation Studies, developed by Toury (2012), is a theoretical framework 

that seeks to systematically describe translations as they occur in real-world contexts 

rather than prescribing how translations should be done. DTS emphasises the analysis 

of translation norms, strategies, and shifts within socio-cultural and historical contexts, 

focusing on patterns that emerge across translations. By examining regularities and 

deviations in Seboni’s translation, DTS allowed the researcher to identify whether the 

translator employs strategies such as, domestication, foreignization, literal translation 

or adaptation. This descriptive approach is particularly relevant for capturing the 

nuanced ways in which Seboni negotiated meaning, cultural references and figurative 

language, providing an empirical basis for understanding his translation methodology 

(Toury, 2012; Munday, 2016). 
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3.6.2. Skopos Theory 

Skopos Theory, formulated by Vermeer (1989), is a functionalist approach to 

translation that prioritises the purpose of the translation within the target culture. 

According to this theory, translation strategies are justified based on the intended 

function of the text for its audience rather than strict adherence to the source text. 

Skopos Theory is highly relevant to this study because Seboni’s translation must 

balance cultural fidelity and reader accessibility, ensuring that culturally bound 

expressions and figurative language are understandable and meaningful to the target 

audience. By applying Skopos principles, the study can assess whether translation 

choices are guided by communicative purpose and cultural context, thereby offering 

insight into the rationale behind domesticating and foreignising strategies (Vermeer, 

1989; Munday, 2016). 

The combination of DTS and Skopos Theory offered a complementary analytical lens: 

DTS provided a descriptive and systematic understanding of why translation strategies 

are employed, while Skopos Theory explained the reasons why these strategies are 

used in relation to communicative purpose and target audience needs. Together, 

these frameworks enable a thorough analysis of Seboni’s translation, capturing both 

structural patterns and functional intentions, particularly in passages involving 

figurative language, idiomatic expressions and culturally bound references. This dual 

perspective ensured that the study accounts for both linguistic fidelity and cultural 

adaptation which are central to understanding the translator’s approach in balancing 

source-text integrity with target-language accessibility. 

 

3.7. Ethical considerations 

Ethical considerations were central to the design and execution of this study to ensure 

integrity, transparency, and respect for intellectual property. The study avoided 

misrepresentation, distortion, or selective quoting that could compromise the meaning 

or intent of the texts (Israel & Hay, 2006). 

Before commencing with data collection, the researcher sought and obtained ethical 

clearance from the University of South Africa. The application process was conducted 
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through the Department of African Languages and reviewed by the College Research 

Ethics Committee (CREC) of the College of Human Sciences. This process ensured 

that the study adhered to institutional and disciplinary ethical standards including 

respect for intellectual property, accurate representation of the texts, and responsible 

handling of data. Ethical approval was secured to guarantee that the research was 

conducted with integrity, transparency and accountability, thereby upholding the 

university’s guidelines for scholarly research and protecting the rights and interests of 

all stakeholders involved. 

The researcher has always maintained reflexivity, critically examining personal biases 

and assumptions that could influence interpretation. All analytical decisions were 

documented, allowing the process to be transparent and verifiable. Furthermore, the 

study adhered to principles of academic honesty by avoiding plagiarism and ensuring 

that all theoretical frameworks and prior studies referenced were accurately 

acknowledged. 

Confidentiality was maintained where necessary, and no human participants were 

involved, thereby reducing the risk of ethical violations. Ethical rigor was reinforced by 

continuously cross-checking interpretations against the texts and consulting 

established translation theories to guide analysis. These measures ensured that the 

study was conducted responsibly, ethically and with scholarly integrity. 

 

3.8. Reliability, trustworthiness, confirmability and validity 

To ensure the reliability of the study, systematic and consistent procedures were 

employed during data collection and analysis. Every instance of translation strategy 

was carefully documented, coded, and categorised using a structured framework, 

allowing for replicability and minimising researcher bias (Krippendorff, 2018). 

Consistent application of coding rules ensured that interpretations of translation 

choices could be verified by other researchers. 

Trustworthiness was enhanced through triangulation of theoretical perspectives, 

combining the Descriptive Translation Studies and the Skopos theory to guide analysis 

and interpretation (Lincoln & Guba, 1985). The use of purposively selected text 
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segments representing linguistic and cultural complexity further strengthened the 

credibility of findings. 

Confirmability was achieved by maintaining a detailed audit trail of data collection, 

coding, and analytical decisions, and inclusion of page numbers for each extract. 

Reflexive notes were kept throughout the research process to acknowledge and 

mitigate potential personal bias, ensuring that conclusions reflected the data rather 

than the researcher’s preconceptions (Morrow, 2005). 

Validity was ensured by aligning all analytical procedures with established translation 

theories, carefully contextualising findings within the source and target cultures and 

providing evidence-based interpretations. These measures collectively guaranteed 

that the study’s findings are rigorous, transparent and credible. 

 

3.9 Conclusion 

This chapter has detailed the qualitative methodology employed in the study including 

theoretical framework, research design, population and sampling, data collection and 

analysis procedures. Ethical considerations and measures to ensure reliability, 

trustworthiness, confirmability and validity were also addressed. This methodology 

provided a rigorous and contextually informed foundation for examining Seboni’s 

translation strategies and their impact on the representation of cultural and linguistic 

nuances. 

In the next chapter, analysis and discussions of selected source and target text 

extracts are provided for to identify and interpret the translation strategies used in the 

rendering of cultural and figurative nuances. 
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Chapter 4: Data Presentation and Analysis 

 

4.1. Introduction 

Chapter 3 presented the research methodology and analytical framework guiding this 

study. This chapter builds on this foundation by analysing and discussing the 

translation strategies evident in the selected Setswana texts. 

This chapter presented and analysed the data generated from the comparative 

examination of the source text, King Henry IV by Shakespeare and its Setswana 

translation, Kgosi Henry wa Bone by. Seboni. Building upon the theoretical and 

methodological frameworks discussed in Chapters Two and Three, this section 

focused on identifying and interpreting the translation strategies employed by Seboni, 

particularly in relation to cultural and linguistic nuances. The analysis is grounded from 

Skopos Theory, which emphasised the purpose and function of translation and DTS 

which examined translation as a product and process within its socio-cultural context. 

Together, these theories provided a dual lens through which the translator’s decisions 

can be assessed, both in terms of their functional adequacy and their alignment with 

the norms and expectations of the target culture. 

The data presentation begins with a description of the selected extracts, drawn from 

various scenes that best illustrated cultural and linguistic nuances. These extracts are 

then analysed to uncover the strategies of adaptation, substitution, omission and 

modulation used to achieve equivalence and relevance in the Setswana context. The 

chapter further explored how Seboni balances fidelity to the source text with the need 

to make the translation accessible and meaningful to a contemporary Setswana-

speaking audience. Each example is examined to reveal the extent to which linguistic 

transformation also embodies cultural negotiation and demonstrating how translation 

serves as a site of intercultural dialogue.  
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4.2. Extracts of linguistic and cultural nuances 

4.2.1. Linguistic Nuance  

 

4.2.1.1. Extract 1 

SL:  

“So shaken as we are, so wan with care,  

Find we a time for frighted peace to pant.” (Shakespeare, 1597: 29) 

TL:  

“Jaaka re gasagasitswe jaana, re feditswe ke kakanyo,  

Re sa bona nako go lesa kagiso e itapolose” (Seboni, 1952: 7) 

 

The original English sentence from King Henry IV is a poetic and metaphorical 

depiction of a nation in distress. Shakespeare’s use of “so shaken as we are” evokes 

a sense of political instability and emotional turbulence. The phrase “so wan with care” 

adds a layer of personal suffering, suggesting that the characters are pale and 

weakened by worry. The final clause, “Find we a time for frighted peace to pant,” 

personifies peace as a frightened entity gasping for breath, emphasizing the urgency 

for respite amidst chaos. 

In the Setswana translated version, “Jaaka re gasagasitswe jaana, re feditswe ke 

kakanyo, Re sa bona nako go lesa kagiso e itapolose,” the translator, Seboni, makes 

deliberate choices to adapt the metaphorical and cultural weight of the original into a 

form that resonates with Setswana speakers. The verb “gasagasitswe” (disturbed or 

shaken) is a strong equivalent for “shaken,” preserving the emotional intensity. The 

phrase “feditswe ke kakanyo” (exhausted by thought) shifts the focus from physical 

appearance (“wan”) to mental strain, which is more idiomatic and culturally relevant in 

Setswana. 

The most significant transformation occurs in the rendering of “frighted peace to pant.” 

Instead of maintaining the metaphor of peace as a frightened, panting figure, the 

translator opted to use r “kagiso e itapolose” (peace to rest). This is a clear 
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simplification and cultural adaptation, where the metaphor is softened and made more 

relatable. In Setswana, the concept of “itapolosa” (to rest or recover) is deeply 

embedded in everyday expressions of relief and healing, making it a culturally 

resonant substitute for the more dramatic “panting.” 

This shift also reflected a functional translation strategy, where the translator prioritizes 

the communicative purpose over literal fidelity. The Setswana version maintains the 

thematic essence but expresses it in a way that aligns with local linguistic norms and 

cultural expectations. 

The translation clearly aligned itself with the principles of Skopos Theory which 

emphasizes that the purpose (or skopos) of a translation determines its strategies. 

Seboni’s translation is intended for a Setswana-speaking audience, many of whom 

may not be familiar with Elizabethan metaphors or Western historical references. By 

simplifying metaphors and adapting cultural references, the translator ensures that the 

message is functionally effective and emotionally resonant for the target audience. 

From the DTS`s perspective, the translation reflects the norms and conventions of 

Setswana literary style. The translator’s choices are shaped by the socio-cultural 

context in which the translation was produced mid-20th century Botswana/South Africa 

where accessibility and cultural relevance were paramount. The translation is not 

judged by its fidelity to the source, but by how well it functions within its own cultural 

and linguistic system. 

There is no extract 4.2.1.2 as indicated in the table of contents p. vi  

4.2.1.3 Extract 3 

SL:  

“By heaven, me thinks it were an easy leap, 

To pluck bright honour from the pale-faced moon.” (Shakespeare, 1961: 67) 

TL:  

“Ka magodimo, ke akanya go le bonolo go tlola,, 

Go phatsima tlotlo mo ngweding yo o se nang lesedi” (Seboni, 1952: 23) 
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This extract from King Henry IV is a poetic declaration of ambition and courage. The 

speaker imagines that it would be easy to leap and seize “bright honour” from the 

“pale-faced moon,” a metaphor that elevates honour to a celestial, almost divine 

status. The phrase “By heaven” adds solemnity and conviction, while “methinks” 

reflects introspective certainty. 

In the Setswana translated version , “Ka magodimo, ke akanya go le bonolo go tlola, 

Go phatsima tlotlo mo ngweding yo o se nang Lesedi” In this case, the translator 

retained the poetic and aspirational tone. The phrase, “Ka magodimo” is a direct 

equivalent of “By heaven,” which is preserving the solemn invocation. “Ke akanya” 

translates “methinks” with a more straightforward expression of thought which 

isreflecting literal translation with slight modulation to suit Setswana syntax. 

The metaphor “pluck bright honour from the pale-faced moon” is rendered as “go 

phatsima tlotlo mo ngweding yo o se nang lesedi.” Here, the translator retained the 

celestial imagery but shifts the verb from “pluck” to “phatsima” (to shine or sparkle), 

which changes the metaphor from an act of seizing to one of brilliance or 

manifestation. This is a lexical shift that maintains the metaphorical depth while 

adapting it to Setswana poetic conventions. 

The “pale-faced moon” becomes “ngwedi yo o se nang lesedi” (the moon without light), 

which is a culturally resonant image. In Setswana cosmology and poetic tradition, the 

moon is often associated with mystery, change, and spiritual symbolism. The 

translator’s choice to describe it as lacking light adds a layer of contrast to the “bright 

honour,” enhancing the metaphor’s impact. 

The translation demonstrates a strong grasp of figurative meaning, preserving the 

aspirational tone and poetic structure. The translator avoids over-literalism and instead 

uses semantic translation and cultural adaptation to ensure the metaphor remains 

powerful and evocative in Setswana. 

The Setswana translated version aligned itself with the Skopos Theory by prioritizing 

the communicative and poetic purpose of the original. The translator’s goal is to evoke 

the same emotional and imaginative response in the Setswana-speaking audience. 

By adapting metaphors and choosing culturally resonant imagery, the translator 

ensured that the message is not only understood but felt. 
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From the DTS`s perspective, the translation reflected the norms of Setswana poetic 

and dramatic expression. The translator’s choices were shaped by the linguistic and 

cultural expectations of the target audience. The retention of metaphor and tone 

showed how the translation functions within its own literary system, rather than being 

judged solely by its fidelity to the source. 

 

4.2.1.3 Extract 3 is repeated here! 

Extract 3 

SL:  

“What is honour? A word. What is in that word, honour? What is that honour? Air.” 

(Shakespeare, 1961: 211) 

TL:  

“Tlotlo ke eng? Lefoko. Ke’ng se se mo lefokong leo la tlotlo? Tlotlo eo ke eng? Phefo.” 

(Seboni, 1952: 103) 

 

This extract from King Henry IV is a philosophical reflection on the nature of honour, 

delivered by Falstaff in a moment of cynical introspection. The rhetorical structure, 

repeating the question “What is honour?”, served to deconstruct the concept which 

ultimately is reducing it to “air,” and that is a metaphor for emptiness or insubstantiality. 

Shakespeare uses this to critique the societal obsession with honour, especially in the 

context of war and death. 

In the Setswana translated version , “Tlotlo ke eng? Lefoko. Ke’ng se se mo lefokong 

leo la tlotlo? Tlotlo eo ke eng? Phefo,” the translator retained the rhetorical structure 

and philosophical tone. The word “tlotlo” is a direct equivalent of “honour,” and “lefoko” 

for “word” which are maintaining the abstract linguistic framing. The final metaphor, 

“phefo” (wind or air), is a culturally and linguistically appropriate equivalent for “air,” 

which is preserving the metaphor of emptiness and intangibility. 

The translator employed literal translation and semantic equivalence, ensuring that the 

philosophical depth and rhetorical style of the original are preserved. The repetition of 
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the question structure is maintained, which is crucial for conveying the reflective and 

deconstructive tone of the passage. 

Importantly, the metaphor “honour is air” is retained as “tlotlo ke phefo,” which 

resonates well in Setswana. In Setswana idiomatic usage, “phefo” can imply 

something fleeting, intangible or lacking substance andmaking it a powerful metaphor 

for the futility or illusion of honour, especially in the context of death and war. 

The Setswana translation reflected the Skopos Theory by preserving the 

communicative intent of the original with the aim of provoking reflection and challenge 

societal values. The translator’s goal was to ensure that the Setswana-speaking 

audience is engaged with the philosophical questioning of honour, just as 

Shakespeare intended. By retaining the rhetorical structure and metaphor, the 

translator fulfilled the purpose of the text. 

From the DTS`s lenses, the translation adhered to the norms of Setswana rhetorical 

and philosophical expression. The translator used familiar abstract terms and 

metaphors that align with Setswana discourse traditions. The translation is shaped by 

the cultural and linguistic expectations of the target audience, demonstrating how 

translations function within their own literary systems. 

 

4.2.1.2. Extract 2 

SL:  

“It would be argument for a week, laughter for a month, and a good jest for ever.” 

(Shakespeare, 1961: 89) 

TL:  

“A tla ganetsana beke yotlhe, go tshegwa kgwediyotlhe mme go tshamekwa ka go sa 

khutleng.” (Seboni, 1952: 35) 

 

This extracted line from King Henry IV is a humorous reflection on the lasting impact 

of a comical event. Shakespeare uses a time-based escalation, a week of argument, 
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a month of laughter, and a lifetime of jest, to emphasize how certain moments become 

embedded in social memory and communal storytelling. 

In the Setswana translated version , “A tla ganetsana beke yotlhe, go tshegwa 

kgwediyotlhe mme go tshamekwa ka go sa khutleng.” The translator preserves the 

structure and the original tone o while adapting the expressions to Setswana idiomatic 

usage. The phrase, “ganetsana” (to argue or debate) is a direct semantic equivalent 

of “argument,” and “go tshegwa” (to laugh) captures the communal joy implied in the 

original. 

The most notable adaptation is in the translation of “a good jest for ever” as “go 

tshamekwa ka go sa khutleng.” While “jest” refers to a joke or humorous anecdote, 

“go tshamekwa” (to be played with or joked about) reflects a cultural adaptation that 

aligns itself with Setswana expressions of enduring humour. The phrase, “ka go sa 

khutleng.” (without end) retains the idea of permanence that is making the translation 

both idiomatic and faithful. 

The translator uses modulation and idiomatic expansion to ensure that the humour 

and social commentary are accessible and resonant for a Setswana-speaking 

audience. The escalation from week to month to forever is preserved which is 

maintaining the rhythm and rhetorical impact of the original. 

The translation reflected the Skopos Theory by focusing on the communicative intent 

of the original to convey humour and social reflection. The translator adapts the 

expressions to suit Setswana cultural norms with the intention of ensuring that the 

audience experiences the same emotional and comedic effect. The use of familiar 

idioms and phrases shows a functional approach that prioritizes audience`s 

engagement. 

According to the DTS`s perspective, the translation aligned itself with Setswana norms 

of humour and storytelling. The translator used expressions that reflect how humour 

is shared and remembered in Setswana culture. The translation is shaped by the 

linguistic and cultural expectations of the target audience, demonstrating how 

translations function within their own systems of meaning and social interaction. 
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4.2.1.4. Extract 3 

SL: 

“For worms, brave Percy. Fare thee well great heart. 

Ill-weaved ambition, how much art thou shrunk!” (Shakespeare 1961: 231) 

TL: 

“Wa diboko, mogale Percy. Tsamaya sentle tau e tona! 

Boikgodiso ba bokukuni, kana o sosobaganye jang.” (Seboni, 1952: 113) 

 

The SL passage is a dramatic farewell to the fallen Percy, acknowledging his bravery 

while also condemning the ambition that led to his downfall. The phrase, “For worms” 

is a stark reminder of death and decay, while “Fare thee well great heart” is a noble 

farewell. The final line, “Ill-weaved ambition, how much art thou shrunk!”, personifies 

ambition as something poorly constructed and now diminished. 

In the Setswana TL, the translator renders this as: “Wa diboko, mogale Percy. 

Tsamaya sentle tau e tona! Boikgodiso ba bokukuni, kana o sosobaganye jang.” 

The phrase, “Wa diboko” is a literal translation of “For worms,” maintaining the 

metaphor of death and decay. It is culturally appropriate as Setswana also uses 

imagery of the grave and worms to signify death. 

The farewell, “Fare thee well great heart” is translated into Setswana as “Tsamaya 

sentle tau e tona,” which literally means “Go well, great lion.” This is a cultural 

substitution and metaphorical adaptation. Instead of “great heart,” which may not carry 

the same metaphorical weight in Setswana, the translator used “tau e tona” (great lion) 

which is a culturally resonant symbol of bravery and strength. This substitution 

preserves the tone of respect and heroism while making it more impactful for the TL 

audience. 

The final line, “Boikgodiso ba bokukuni, kana o sosobaganye jang,”is translated from  

“Pride of arrogance, how much you have collapsed.” This is a functional equivalence 

of “Ill-weaved ambition, how much art thou shrunk!” The translator used “boikgodiso 

ba bokukuni” (pride of arrogance) to replace “ill-weaved ambition,” which is more 

accessible and culturally meaningful. The verb stem, “sosobaganye” (collapsed or 
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shrunk) retains the metaphor of downfall which is emphasizing the consequences of 

unchecked ambition. 

Skopos Theory is evident in the translator’s goal to preserve the emotional and moral 

impact of the original. The use of culturally resonant metaphors like, “tau e tona” 

ensures that the Setswana – speaking audience perceives Percy as a noble figure 

while the condemnation of ambition is made clear through accessible language. The 

translation fulfils its communicative purpose by adapting the message to the cultural 

context of the TL. 

DTS is reflected in how the translation aligns itself with Setswana norms of poetic and 

dramatic expression. The translator did not attempt to preserve the foreignness of the 

original but instead integrated the message into the TL’s cultural and linguistic 

framework. The use of familiar metaphors and expressions showed a target-oriented 

approach which is shaped by the expectations of the Setswana-speaking audience. 

 

4.2.1.5. Extract 4 

SL: 

“Why what a candy deal of courtesy 

This fawning greyhound then did proffer me.” (Shakespeare, 1961: 71) 

TL: 

“A ko o rialo! 

La re’ng ne, a maitseo a mantle a magolo, 

A ntša e ya lekoropa e mpontshitseng one!” (Seboni, 1952: 25) 

 

The SL passage is a sarcastic remark mocking someone’s excessive and insincere 

politeness. The phrase, “candy deal of courtesy” uses a metaphor to suggest that the 

politeness is overly sweet and artificial while “fawning greyhound” likens the person to 

a submissive, flattering dog implying sycophancy and lack of dignity. 

In the Setswana TL, the translator rendered this as, “A ko o rialo! La re’ng ne, a 

maitseo a mantle a magolo, A ntša e ya lekoropa e mpontshitseng one!” The 

expression, “maitseo a mantle a magolo” (great beautiful manners) is an explicitness 
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of, “candy deal of courtesy.” The translator avoided the metaphor of “candy” and 

instead he used culturally appropriate language to describe exaggerated politeness. 

This makes the sarcasm more accessible to the TL audience. 

The metaphor of “fawning greyhound” is translated into Setswana as, “ntša e ya 

lekoropa” (a flattering dog) which is a cultural substitution and metaphorical 

adaptation. While Setswana may not have a direct equivalent for, “greyhound,” the 

image of a dog that flatters or grovels is culturally understandable and retains the 

original’s mocking tone. 

The phrase, “e mpontshitseng one” (showed me that) maintains the sarcastic tone by 

emphasizing the performative nature of the courtesy. The translator used functional 

equivalence to preserve the tone of mockery and amplification to make the sarcasm 

more explicit. 

Skopos Theory is evident in the translator’s decision to prioritize the communicative 

function of the passage, sarcasm and mockery over literal equivalence. The translator 

adapted metaphors and expressions to ensure that the Setswana-speaking audience 

grasps the insincerity and ridicule embedded in the original. 

DTS is reflected in how the translation conforms to Setswana norms of expression. 

The translator used culturally familiar metaphors and idioms, such as the image of a 

flattering dog, to convey the same social critique. This target-oriented approach 

ensures that the translation resonates with the audience’s linguistic and cultural 

expectations. 

  

4.2.1.6. Extract 5 

SL: 

“Thy spirit within thee hath been so at war, 

And thus hath so bestirred thee in thy sleep, 

That beads of sweat have stood upon thy brow 

Like bubbles in a late-disturbèd stream.” (Shakespeare, 1961: 93) 

TL: 

“Mowa mo teng ga gago ga o bolo go kgaratlha 

Mo o bileng wa go padimosa borokong ba gago gore 
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Marothodi a madi a nyeuge sefatlhegong sa gago, 

Jaaka mahulo molatswaneng o o tlhadiang go tlala.” (Seboni, 1952: 37) 

 

The SL passage is a poetic and metaphorical description of emotional and 

psychological turmoil. The speaker describes a person whose spirit is at war, causing 

such restlessness in sleep that sweat beads form on the brow, likened to bubbles in a 

disturbed stream. The imagery is vivid and layered combining internal conflict with 

physical symptoms and natural metaphors. 

In the Setswana TL, the translator rendered this as follows, “Mowa mo teng ga gago 

ga o bolo go kgaratlha…” which has been translated from, “Your spirit has long been 

troubled.” This is a modulation of “spirit at war” shifting from the metaphor of war to 

one of internal agitation or disturbance. The translator softens the martial imagery but 

retained the emotional intensity. 

The phrase, “beads of sweat” becomes, “marothodi a madi” which can be interpreted 

as, “drops of blood” or “intense sweat.” This is an explication that intensifies the 

physical reaction, possibly to emphasize the severity of the turmoil. It may also reflect 

a cultural tendency to dramatize physical symptoms of emotional distress. 

The metaphor, “like bubbles in a late-disturbed stream” which is translated into 

Setswana as, “jaaka mahulo molatswaneng o o tlhadiang go tlala,” means, “like foam 

in a stream that has just been disturbed.” This is a literal translation with amplification, 

as the Setswana translated version added the idea of the stream being disturbed as it 

begins to fill up, which is enhancing the image of sudden chaotic movement. The 

translator retained the natural metaphor while adapting it to a more familiar 

environmental context. 

The tone of the TL remained poetic and emotionally charged in preserving the 

original’s depth. The translator used functional equivalence to maintain the emotional 

and metaphorical resonance while amplifying certain elements to enhance clarity and 

cultural relevance. 

Skopos Theory is evident in the translator’s focus on conveying the emotional and 

poetic function of the passage. The translator adapted the metaphors and intensifies 
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imagery to ensure that the Setswanaspeaking audience experiences the same 

emotional impact, even if the metaphors are not directly equivalent. 

DTS is reflected in how the translation aligns itself with Setswana norms of poetic 

expression and emotional storytelling. The translator used culturally familiar 

metaphors and expressions, such as the image of a disturbed stream to convey 

emotional unrest. This target-oriented approach ensures that the translation is both 

linguistically and culturally appropriate. 

 

4.2.1.7. Extract 6 

SL: 

“Out of this nettle, danger, we pluck this flower, safety.” (Shakespeare, 1961: 91) 

TL: 

“mme ke a go bolelela, seabuabu-sekamorena wa me, go tla betsega makubukubu 

mutlwaneng o, diphatsa; fa re ka o nyeletsa gone, go tla tla polokesego.” (Seboni, 

1952: 36) 

 

The SL metaphor, “Out of this nettle, danger, we pluck this flower, safety” is a powerful 

image of extracting something good (safety) from something painful or risky (danger). 

The nettle, which is a stinging plant, symbolizes danger while the flower represents 

the reward andsafety. The metaphor suggested that courage and action in the face of 

danger can lead to security. 

In the Setswana TL, the translator rendered this as, “go tla betsega makubukubu 

mutlwaneng o, diphatsa; fa re ka o nyeletsa gone, go tla tla polokesego.” This is a 

metaphorical adaptation where “makubukubu” (thorns) replaces “nettle.” This is a 

cultural substitution, as nettles are not commonly referenced in Setswana 

culturewhereas thorns are a familiar symbol of pain and difficulty. The metaphor is 

preserved but localized. 

The phrase, “pluck this flower, safety” is transformed into, “go tla tla polokesego” 

(safety will come), which is a modulation. Instead of using the image of plucking a 

flower, the translator simplifies the metaphor to a cause-effect structure which is 
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enduring hardship that will result in safety. This makes the message clearer and more 

culturally accessible. 

The translator also added with, “mutlwaneng o, diphatsa” (this hut of hardship), which 

is an amplification that intensifies the imagery of suffering. This addition enriches the 

metaphor by grounding it in a familiar setting symbolizing a confined space of struggle. 

It aligns with Setswana oral traditions where hardship is often described through 

domestic or environmental imagery. 

The tone of the TL remains serious and motivational preserving the original message 

of hope through adversity. The translator used functional equivalence to ensure that 

the figurative meaning and emotional impact are maintained. 

Skopos Theory is evident in the translator’s focus on the communicative purpose 

encouraging resilience and hope in the face of danger. The translator adapted the 

metaphor to ensure that the Setswana- speaking audience understands and feels the 

intended message, even if the literal imagery changes. 

DTS is reflected in how the translation aligns itself with Setswana norms of metaphor 

and expression. The translator used culturally familiar symbols (thorns, huts, hardship) 

to convey the same message of demonstrating a target-oriented approach that 

prioritizes cultural relevance and emotional resonance. 

 

4.2.1.8. Extract 7 

SL: 

“A fool go with thy soul whither it goes! 

A borrowed title hast thou bought too dear.  

Why didst thou tell me that thou wert a king?” (Shakespeare, 1961: 221) 

TL: 

“Seeleele tsamaya le mowa wa gago kwa o go yang!  

Tlotlo ya kadimo o e dueletse ka botshelo jwa gago. 

Kana o no o mpolelela’ng gore o Kgosi?” (Seboni, 1952: 108) 
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This extract is emotionally charged and accusatory. The speaker condemns the 

opponent’s claim to kingship, suggesting that he is a fool and that his title was not 

earned but borrowedand paid for with his life. The SL uses figurative expressions such 

as, “a fool go with thy soul” and “a borrowed title hast thou bought too dear,” which 

carry metaphorical weight and irony. 

In the TL, “A fool go with thy soul whither it goes” is translated in Setswana as, 

“Seeleele tsamaya le mowa wa gago kwa o go yang!” This is a functional equivalent 

that retains the insult and the spiritual reference though it uses more direct Setswana 

phrasing. The metaphor, “borrowed title” in Setswana it becomes, “tlotlo ya kadimo,” 

which is a semantic shift and cultural substitution using a Setswana concept of 

borrowed honour or status. The phrase, “bought too dear” is rendered as, “o e dueletse 

ka botshelo jwa gago” which is an explication that clarifies the figurative cost as the 

character’s life. 

The final line which is, “Why didst thou tell me that thou wert a king?” is translated as, 

“Kana o no o mpolelela’ng gore o Kgosi?” is a direct and emotionally resonant question 

that maintains the accusatory tone. The translator used modulation to shift from 

Shakespearean poetic structure to a more natural Setswana rhythm and syntax. 

From the Skopos Theory`s point of view, is evident in the translator’s decision to adapt 

figurative and poetic expressions into culturally resonant Setswana equivalents. The 

purpose of the translation is to preserve the emotional intensity and dramatic 

confrontation while ensuring that the TL audience understands the implications of 

dishonour and false kingship. The translator’s choices reflected a communicative goal: 

to make the drama relatable and impactful for Setswana-speaking audiences. 

DTS is reflected in the translator’s alignment with Setswana linguistic and cultural 

norms. The translation avoided archaic or overly poetic constructions instead the 

translator used familiar expressions and idioms that convey the same emotional and 

thematic weight. This showed a target-oriented approach where the translator 

conforms to the TL’s expectations and cultural framework. 
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4.2.1.9. Extract 8 

SL: 

“How now blown Jack? How now quilt?” (Shakespeare, 1961: 189) 

TL: 

“Ehee, Jack wa mmudulogi! Ehee, mosamo!” (Seboni,1952: 91) 

 

This extract features the informal, humorous and somewhat mocking language. The 

SL uses nicknames or insults, “blown Jack” and “quilt” to ridicule or tease a character. 

“Blown Jack” likely refers to someone puffed up or bloated, possibly from drinking or 

boasting while “quilt” is a humorous jab, likening the person to a soft, padded object, 

perhaps implying laziness or softness. 

In the TL, “blown Jack” is translated as, “Jack wa mmudulogi” which means, “Jack the 

bloated one” or “Jack who is swollen.” This is a semantic shift and explication, clarifying 

the figurative meaning for the Setswana- speaking audience. The term, “quilt” in 

Setswana it becomes, “mosamo” (pillow) which is a cultural substitution that retains 

the humorous tone and soft imagery but uses a more familiar object in Setswana 

culture. 

The translator used modulation to shift from Shakespearean idiomatic expressions to 

culturally resonant equivalents in ensuring that the teasing tone and character 

dynamics are preserved. The TL maintains the informal and mocking tone using 

interjection, “Ehee” which is added to a conversational and performative flair. 

The Skopos Theory is evident in the translator’s decision to adapt humorous and 

figurative nicknames into culturally familiar expressions. The purpose of the translation 

is to preserve the interpersonal dynamics and comedic tone of the original while 

ensuring that the TL audience understands the character relationships and emotional 

undertones. The translator’s choices reflected a communicative goal which is to 

entertain and convey character traits through culturally resonant language. 

Similarly, the DTS is reflected in the translator’s alignment with Setswana norms of 

humour and informal speech. The translation used familiar objects and expressions to 

convey the same teasing tone with the aim of showing a target-oriented approach that 

prioritizes cultural relevance and linguistic accessibility. 
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4.2.1.10. Extract 9 

SL: “Hot livers, and cold purses … Here comes bare bone. How now, my sweet 

creature of bombast? How long is ’t ago, Jack, since thou sawest thine own knee?” 

(Shakespeare, 1961: 119) 

TL: “Botagwa le khumanego … rapo-le-kwa-ntle. Go ntse jang, bopiwa sa me se 

sentle, se se makgakga! Ke bogologolo jo bo kae fa fa o saleng o bona lengwele la 

gago Jack?” (Seboni, 1952: 53) 

 

In this extract, Shakespeare’s witty, figurative and culturally loaded expressions are 

reimagined in Setswana with careful cultural and linguistic adaptation. The original 

English phrase, “Hot livers and cold purses” which are combined metaphor and 

contrast to describe men who are passionate (hot-livered) but poor (cold-pursed). In 

the Setswana translated version, “Botagwa le khumanego” (“drunkenness and 

poverty”) the translator simplified and domesticated the figurative imagery, choosing 

culturally meaningful terms that resonate with Setswana - speaking audiences. Instead 

of maintaining the metaphor of, “livers” and “purses,” the translator replaced them with 

tangible experiences familiar in the target culture, drunkenness and poverty, 

conveying a similar moral irony. 

The humour and mocking tone are preserved through cultural substitution and 

functional equivalence. For instance, “Here comes bare bone” is translated in 

Setswana as, “rapo-le-kwa-ntle” (literally “bone and skin”) which is an idiomatic 

Setswana phrase that vividly evokes thinness or frailty. Likewise, “my sweet creature 

of bombast” in Setswana it becomes, “bopiwa sa me se sentle, se se makgakga” 

balancing affection and ridicule through tone rather than literal equivalence. This 

approach is reflecting domestication in which the translator deliberately replaced 

Shakespeare’s Elizabethan idioms with expressions that sound natural and humorous 

to a Setswana-speaking audience. 

The translator also used modulation to change the perspective of metaphors to align 

it with the Setswana linguistic norms. The question, “How long is ’t ago, Jack, since 

thou sawest thine own knee?” was restructured by him as, “Ke bogologolo jo bo kae 
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fa fa o saleng o bona lengwele la gago Jack?” which preserves the joke about 

Falstaff’s obesity while using Setswana rhythm and phrasing. The meaning is 

maintained although the sentence structure becomes more idiomatic in the target 

language. 

From the Skopos theory`s perspective, the translation’s goal (skopos) is to reproduce 

Shakespeare’s wit, tone and character interaction in a form accessible to Setswana – 

speaking audiences. The translator’s choices served this communicative purpose by 

prioritizing humour and characterisation over literal equivalence. The Setswana- 

speaking audience can fully appreciate the mockery, irony and rhythm of the 

exchange, even without understanding the original Elizabethan idioms. 

Under DTS, this translation reflected target-culture norms which aligned itself with 

acceptability rather than adequacymeaning that the translator has adaped 

expressions to meet the linguistic and cultural expectations of the Setswana- speaking 

audience. Unfamiliar metaphors (“hot livers”) were replaced with familiar ones such 

as, (“botagwa”), showing a deliberate move toward target-oriented translation norms. 

The translation thus became a culturally grounded recreation rather than a strict 

linguistic reproduction. 

 

4.2.1.11. Extract 10 

SL: “Do thou stand for my father and examine me upon the particulars of my life.” 

(Shakespeare, 1961: 121) 

TL: “Tsaya boemo jwa ga rre, mme o nkgaraswanye ka dipotso tse di tla ntshukunyang 

go lebana le botshelo jwa me jotlhe.” (Seboni, 1952: 54) 

 

In this extract, the translator rendered a dramatic request from Prince Hal to Falstaff, 

where Hal asks his companion to role-play as his father and question him about his 

misdeeds. The English original, “Do thou stand for my father and examine me upon 

the particulars of my life,” is direct and metaphorical, drawing on courtroom or 

confession imagery. In Setswana translated version, it becomes, “Tsaya boemo jwa 

ga rre, mme o nkgaraswanye ka dipotso tse di tla ntshukunyang go lebana le botshelo 
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jwa me jotlhe.” This is a longer and more elaborated expression that retained the 

dramatic and introspective tone while expanding for clarity. 

The translator employed paraphrasing and expansion to ensure comprehension and 

emotional depth in the target language. The phrase, “examine me upon the particulars 

of my life” is translated into, “o nkgaraswanye ka dipotso tse di tla ntshukunyang go 

lebana le botshelo jwa me jotlhe,” which literally means, “question me with questions 

that will haunt me to confront my entire life.” This expansion unpacked the metaphor, 

“examine me” into a culturally and linguistically appropriate form that resonated with 

Setswana speech patterns where reflection and moral questioning are often 

expressed through dialogic or interrogative structures. 

The expression, “stand for my father” in Setswana it becomes, “Tsaya boemo jwa ga 

rre,” literally “take my father’s position.” This is a clear case of cultural adaptation and 

functional equivalence instead of retaining the somewhat theatrical “stand for,” the 

translator used a literal yet culturally understandable expression that communicated 

the same function (role substitution). This phrase aligned itself naturally with the 

Setswana expressions that denotes taking someone’s role or authority. 

The use of modulation is also evident in the translator’s shift from a simple imperative 

(“examine me”) to a reflexive and interactive structure (“nkgaraswanye ka dipotso”). 

This transformation emphasized the interpersonal interaction and intensity with the 

intention of aligning it with the Setswana conversational rhythm. Furthermore, the 

Setswana translated version tr introduce the emotional and reflective nuance through 

the phrase, “go lebana le botshelo jwa me jotlhe” (“to face my whole life”) which added 

a tone of accountability and introspection which is not explicit in the source text but 

fitting well to the dramatic and moral tone of the scene. 

From the Skopos theory`s perspective, it was the translator’s primary aim to 

communicate dramatic realism and moral introspection to a Setswana- speaking 

audience. The translation choices prioritised clarity, moral resonance and accessibility 

over literal fidelity. By expanding, “examine me” into a vivid and culturally grounded 

depiction of questioning, the translator wanted to ensure that the text fulfils its 

communicative purpose within the target context. With this, the Setswana – speaking 

audience understood both the humour of the role-playing scene and its moral 

undertones. 
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It is in the framework of DTS that, this translation demonstrated a target-oriented 

approach that conforms to Setswana linguistic and cultural norms. The elaboration 

and domestication indicated that the translator prioritized acceptability when producing 

a natural and expressive text over a verbatim reproduction. The language flows 

smoothly and idiomatically, maintaining both character intent and dramatic coherence 

in Setswana. This reflects the principle of initial norms described by Toury (1995), 

where the translator’s decisions lean toward the norms and expectations of the target 

culture. 

 

4.2.1.12. Extract 11 

SL: 

“I cannot blame him. At my nativity 

The front of heaven was full of fiery shapes, 

Of burning cressets, and at my birth 

The frame and huge foundation of the earth 

Shaked like a coward.” (Shakespeare, 1961: 133) 

 

TL: 

“Ga nka ke ka mmona molato; erile motlhang ke tsalalwang 

Bophadiphadi jwa legodimo jwa tlala dikgabokgabo, 

Tsa didumedi tse di megatla; mme go tsalweng ga me 

Segarelo le motheo o mogolo wa lefatshe di ne 

Tsa tetesela jaaka legatlapa.” (Seboni, 1952: 62) 

 

In this extract, Shakespeare’s rich poetic and cosmic imagery is translated into 

Setswana with remarkable creativity and cultural sensitivity. The source text painted a 

dramatic picture of supernatural omens surrounding a birth, “the front of heaven full of 

fiery shapes” and “the foundation of the earth shaking like a coward.” These images 
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express both grandeur and divine foreboding. The translator reimagined these 

metaphors into the Setswana poetic imagination by balancing literal faithfulness with 

cultural and linguistic adaptation. 

The Setswana translated version opens with, “Ga nka ke ka mmona molato; erile 

motlhang ke tsalalwang,” is a faithful yet idiomatic rendering of, “I cannot blame him. 

At my nativity,” The translator retained the cause-and-effect logic but naturalised the 

phrasing with Setswana rhythm and syntax creating a fluent poetic line. The phrase, 

“Bophadiphadi jwa legodimo jwa tlala dikgabokgabo” (“the front of heaven was full of 

patterns”) mirrored the visual splendour of “fiery shapes” but used “dikgabokgabo”, as 

a culturally appropriate term meaning decorative forms, designs or images. This is a 

clear usage of semantic equivalence and cultural adaptation, where the translator 

exchanged unfamiliar celestial imagery for one resonant with Setswana’s descriptive 

poetics. 

The phrase, “Of burning cressets,” which is referring to blazing torches or beacons, in 

Setswana it becomes, “Tsa didumedi tse di megatla,” which literally means, “lights or 

torches with tails.” This creative rendering combines imagery of fire and motion which 

are aligning with the Setswana perceptions of celestial events such as, comets or 

shooting stars. It is in this way, that the translator retained the supernatural 

atmosphere while reshaping the imagery to be both comprehensible and vivid for the 

Setswana-speaking audience which is a technique of modulation and domestication. 

Furthermore, the extracted line, “The frame and huge foundation of the earth shaked 

like a coward” is rendered in Setswana as, “Segarelo le motheo o mogolo wa lefatshe 

di ne tsa tetesela jaaka legatlapa.” In his translation, the translator retained the 

metaphor of trembling and modified the simile, “like a coward” into, “jaaka legatlapa” 

(“like a cowardly person or stone-hearted being”) the aim of maintaining both poetic 

rhythm and emotional impact. This reflected stylistic adaptation and functional 

equivalence in ensuring the verse resonates naturally within Setswana poetic norms 

which value rhythm, repetition and parallelism. 

From the Skopos theory`s viewpoint, the purpose of this translation is to reproduce 

Shakespeare’s grandeur and prophetic tone within a Setswana cultural and linguistic 

framework. The translator prioritised the expressive and emotional purpose of the text 

by evoking awe and cosmic disturbance over literal accuracy. By employing culturally 
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intelligible metaphors, the translator achieved communicative effectiveness while 

preserving the text’s dramatic and poetic integrity. 

Within the DTS`s framework, this translation exemplified acceptability in the target 

culture. The translator adhered to the poetic and linguistic conventions of Setswana 

while emphasizing imagery which is familiar to local Setswana- speaking audiences. 

DTS highlighted how translations reflect the socio-cultural norms of their target 

systems. In this case, Setswana translation by Seboni aligns itself with local aesthetics 

of oral poetry and dramatic storytelling showing that the translator was more 

concerned with Setswana – speaking audience`s engagement than with source-text 

fidelity. 

 

4.2.1.13. Extract 12 

SL: 

“…If your mother’s cat had but kittened, though yourself had never been born.” 

(Shakespeare, 1961: 135) 

TL: 

“….fa katse ya ga mmago e ne e tsetse, mme wena o se ka wa tsalwa.” 

(Seboni, 1952: 62) 

 

In the above extract, the translator handled a line steeped with irony and sarcasm, as 

Shakespeare’s character mocks another one with the biting remark, “If your mother’s 

cat had but kittened, though yourself had never been born.” The English line uses 

exaggerated irony to suggest that the world would be better off if the speaker’s 

mother’s cat had produced offspring instead of the listener being born. This insult 

functions as both a personal attack and a humorous jab which is typical of 

Shakespeare’s biting wit. 

In this Setswana translated version, “fa katse ya ga mmago e ne e tsetse, mme wena 

o se ka wa tsalwa,” the translator retained the full imagery and insult almost word-for-

word, demonstrating a literal translation strategy with slight syntactic adaptation. The 

phrase directly mirrored the English construction, substituting only for linguistic and 

grammatical consistency in Setswana. By retaining, “katse ya ga mmago” (“your 
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mother’s cat”) and the conditional “fa…e ne e tsetse” (“if…had given birth”), the 

translator preserved the figurative insult and its humorous undertone. 

However, while the Setswana translated version retained its literal imagery on the 

other hand it loses some of the Elizabethan absurdity embedded in the original’s 

exaggerated phrasing. In English, the expression, “had but kittened” sounds overly 

formal and archaic which is enhancing the comic tone and the phrase in Setswana, “e 

ne e tsetse” is direct and neutral which is softening the humorous exaggeration. Thus 

the reason why the translator employed simplification which is reducing stylistic 

complexity for natural flow and audience comprehension. 

The use of functional equivalence is also evident. The translator ensured that the 

emotional and interpersonal impact of the insult is preserved, even if the stylistic colour 

changes. The Setswana speaking audiences can easily grasp the implied insult which 

is a sarcastic wish that someone had never been born because it is aligned with local 

forms of expressive mockery where the family or birth references often carry strong 

emotive or ironic connotations. Thus, while the translation is literal, it still achieves the 

communicative function of the original. 

From the perspective of Skopos theory, the translator’s purpose was to preserve the 

dramatic irony and interpersonal tension within the dialogue. Since the intention of the 

extracted line is not only to insult but also to entertain, the translator focused on clarity 

and recognizability rather than poetic elaboration. The Setswana -speaking audience 

can follow the dialogue and tone without confusion thus fulfilling the translation’s 

communicative goal. The Skopos Theory, therefore, guides the translator toward 

functional clarity and emotional accessibility even if he does that at the expense of 

stylistic sophistication. 

According to DTS, this translation exemplified acceptability within the target culture. 

Seboni reproduced the insult in a way that aligns with Setswana norms of dramatic 

expression and humour. The translator’s adherence to natural Setswana syntax and 

structure reflects the initial norm of favouring target-oriented fluency over source-text 

fidelity. By keeping the metaphorical image intact but simplifying its linguistic form, the 

translator adapted the Shakespearean tone to suit Setswana dramatic and cultural 

expectations. 
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4.2.1.14. Extract 13 

SL: 

“I have maintained that salamander of yours with fire any time this two and thirty years, 

God reward me for it.” (Shakespeare, 1961: 165) 

TL: 

“Mo ngwageng tse di masome a mararo le bobedi ke go tshedisitse ka bojalwa jwa 

me; a Modimo o ntebogele selo se!” (Seboni, 1952: 77) 

 

In this extract, Shakespeare employs the metaphor of the salamander, a creature from 

Western mythology believed to live in and withstand fire, as a symbol of resilience or 

endurance. The phrase, “I have maintained that salamander of yours with fire any time 

this two and thirty years” humorously conveys the speaker’s claim that they have long 

endured or supported someone who thrives on hardship or excess, perhaps even a 

drunkard or a troublesome companion. The metaphor hinges on cultural knowledge of 

the salamander myth, common in European folklore but absent in Setswana culture. 

TheSetswana translated version by Seboni, “Mo ngwageng tse di masome a mararo 

le bobedi ke go tshedisitse ka bojalwa jwa me; a Modimo o ntebogele selo se!” 

transformed this metaphor entirely. The translator replaced the mythological 

“salamander” with “bojalwa jwa me” (“my beer”), a tangible and culturally familiar 

substance in Setswana society which is associated with hospitality, generosity and 

social gatherings. This shift replaces a European mythic image with a Setswana 

cultural reality effectively by applying cultural substitution and domestication. The 

translator also used functional equivalence in maintaining the emotional tone of 

weariness and moral complaint while adapting the imagery to resonate with local 

audiences. 

The idiomatic expression, “maintained with fire” in Setswana it becomes, “tshedisitse 

ka bojalwa jwa me,” which means “I have kept you alive with my beer.” This captured 

the same pragmatic meaning which is a sense of having provided for someone over 

many years but reframed it in a way that reflected Setswana cultural norms around 

communal care and generosity. The exclamation, “a Modimo o ntebogele selo se!” 

(“may God reward me for this!”) replaced the English version, “God reward me for it,” 
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maintaining the same religious sentiment and tone of moral exhaustion which is 

demonstrating explication and modulation in translation. 

From the perspective of the Skopos Theory, the translator’s choices reflected a clear 

adherence to the purpose of cultural intelligibility and dramatic relevance. The purpose 

of Seboni’s translation is not to replicate English mythological concepts but to 

communicate the emotional and dramatic essence in a way that the Setswana – 

speaking audience can understand and relate to it. The decision to omit “salamander” 

and replaced it with “bojalwa” fulfils the skopos of functional communication ensuring 

that the dramatic humour and moral tone remained accessible without requiring 

knowledge of Western folklore. This approach highlighted the translator’s goal of 

producing an equivalent effect in the TL rather than a literal replication of the SL. 

In terms of DTS, the translation demonstrated a strong orientation toward target-text 

acceptability rather than source-text adequacy. Toury’s framework would interpret 

Seboni’s approach as target-culture-oriented where the norms of the receiving 

audience take precedence over strict adherence to the SL text. The substitution of 

“salamander” with “bojalwa jwa me” aligns with the linguistic and cultural norms of 

Setswana which is showing the translator’s sensitivity to idiomatic usage, social 

imagery and moral tone. Seboni’s work thus reflected the initial norm of favouring 

naturalness and comprehension over foreignness which is a characteristic of mid-

20th-century of Setswana translations of canonical Western literature. 

 

4.2.1.15. Extract 14 

SL: 

“This oily rascal is known as well as Paul’s.” (Shakespeare, 1961: 131) 

TL: 

“Leferefere le la nkgata-ke-thelele le, le itsege jaaka kereke kgolo ya ga Paulo.” 

(Seboni, 1952: 60) 

 

In this extract, Shakespeare uses figurative language to describe a character as “oily,” 

suggesting slyness, cunning or deceit and references Paul’s, likely alluding to St. 

Paul’s Cathedral as a culturally known landmark to indicate wide recognition. The 
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phrase combined metaphorical characterization with social reference in conveying 

both personality traits and notoriety. 

In Seboni’s Setswana translation, “Leferefere le la nkgata-ke-thelele le, le itsege jaaka 

kereke kgolo ya ga Paulo,” the metaphorical description is maintained. “Leferefere le 

la nkgata-ke-thelele” conveys slipperiness, cunning or slyness in a culturally familiar 

manner preserving the original’s connotative meaning of “oily rascal.” The reference 

to, “Paul’s” is translated literally as, “kereke kgolo ya ga Paulo” (“the great church of 

Paul”) which is keeping the original cultural reference but framed in natural Setswana 

phrasing. The phrase, “le itsege jaaka” (“is known as…”) preserves the comparative 

function of the SL metaphor which isensuring clarity and resonance for the TL 

audience. 

The translator employed cultural substitution and functional equivalence by adapting 

both figurative language and references to retain meaning. While “oily rascal” when is 

rendered through a Setswana compound, it reflected local perceptions of sly or 

mischievous behaviour. Modulation is evident in the reorganization of the sentence to 

align it with Setswana syntax ensuring idiomatic fluency. Domestication ensures that 

the metaphor and reference sound natural to a Setswana–speaking audience while 

retaining the humour and social commentary of the original. 

From the Skopos theory`s perspective, it is the translator’s purpose is to communicate 

character traits and social recognition in a way that is immediately understandable and 

engaging for the Setswana -speaking audience. Literal replication of the English idiom 

or reference might obscure meaning or reduce impact. It is in this regard that the 

translation achieved its purpose by maintaining both the evaluative tone and cultural 

recognisability. 

From the standpoint of DTS, the translation reflected target-oriented norms by 

prioritizing acceptability, naturalness, and comprehensibility in Setswana. In his 

translation, Seboni adapted both figurative language and culturally specific reference 

points to fit TL expectations showing sensitivity to linguistic, literary and cultural norms. 

The translation aligned itself with the target culture’s preference for clarity, idiomatic 

phrasing and expressive characterization. 
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4.2.1.16. Extract 15 

SL: 

“…. What there is else, keep close.” (Shakespeare, 1961: 131) 

TL: 

“…. Fa go sa na sengwe, se se bale;” (Seboni, 1952: 61) 

 

In this extract, Shakespeare uses a concise and direct imperative, “keep close” which 

is combined with a conditional clause to instruct vigilance or secrecy. The English 

version is terse and relies on context to convey caution and urgency. 

Setswana translated version by Seboni, “Fa go sa na sengwe, se se bale “rendered 

the sentence naturally while preserving its meaning. “Fa go sa na sengwe” (“if there is 

nothing else”) mirrored the conditional sense of “what there is else,” while “se se bale” 

captured the imperative sense of vigilance, caution or staying close. The translation 

exhibits modulation, adapting the syntax and clause order to conform with Setswana 

grammatical and idiomatic norms ensuring clarity and readability for the Setswana - 

speaking audience. 

Functional equivalence is employed: the translator maintained the imperative’s 

pragmatic force, ensuring that the instruction retains urgency and authority, even 

though the lexical items are adjusted. Domestication made the text idiomatic in 

Setswana, while explicitness clarifies the implicit sense of vigilance inherent in, “keep 

close,” which is ensuring comprehension for TL readers who may not infer the same 

subtlety as the English–speaking audience. 

From the Skopos theory`s perspective, it is the translator’s purpose is to convey a 

clear and authoritative instruction to the target audience. Literal replication would risk 

awkwardness or misunderstanding due to the structural differences between English 

and Setswana. By adapting clause order, syntax and imperative phrasing, Seboni 

achieved the communicative goal effectively. 

From the lens of DTS, the translation illustrated target-oriented norms by prioritizing 

acceptability and comprehensibility. The translator aligned himself with the linguistic 

and stylistic norms of Setswana using familiar conditional and imperative constructions 

while maintaining the original’s concise and direct tone. This reflected the target-
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culture-oriented approach which is common in mid-20th-century Setswana 

translations of English literature. 

 

4.2.1.17. Extract 16 

SL: 

“Honour is a mere scutcheon, and so ends my catechism” (Shakespeare, 1961: 213) 

TL: 

“Tlotlo ke thebe fela ntweng; katekasima ya me e felela foo.” (Seboni, 1952: 103) 

 

In this extract, Shakespeare reflects philosophically on honour, comparing it to a 

“scutcheon” (a heraldic emblem) and concludes his moral reflection with, “so ends my 

catechism.” The SL combined metaphorical imagery with rhetorical closure which is a 

style that could be obscured for Setswana readers if translated literally. 

Seboni’s translation, “Tlotlo ke thebe fela ntweng; katekasima ya me e felela foo,” 

preserves both the figurative meaning and rhetorical effect. The term, “thebe” conveys 

the symbolic and emblematic sense of honour which is like a scutcheon while 

“katekasima ya me e felela foo” captures the concluding instructive tone of 

“catechism,” conveying reflection and moral evaluation. The translator employed literal 

translation with adaptation ensuring that the metaphor remained intelligible, cultural 

substitution to align heraldic imagery with TL cultural knowledge and functional 

equivalence to preserve rhetorical closure and stylistic intent. Domestication ensured 

that both the metaphor and the concluding reflection are expressed naturally in 

Setswana. 

From a Skopos theory point of view, the translation prioritised the communicative 

purpose to convey Shakespeare’s reflection on honour in a way that is 

understandable, culturally meaningful and rhetorically effective for the Setswana - 

speaking audience. Fidelity to effect took precedence over strict literalism. 

From a DTS`s perspective, the translation aligned itself with target-culture norms, 

using idiomatic, culturally familiar terms and phrasing that ensure acceptability and 
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readability. The translation adapted heraldic metaphor and rhetorical closure to meet 

TL expectations while maintaining Shakespeare’s conceptual intent. 

 

4.2.1.18. Extract 17 

SL: 

“…with his help 

We shall o’erturn it topsy-turvy down.” (Shakespeare, 1961: 179) 

TL: 

“…ka thuso ya gagwe 

Re tla o fetogakanya re o jesa semenogane.” (Seboni, 1952: 87) 

 

In this extract, Shakespeare expresses collective action and radical upheaval using 

the metaphorical phrase, “o’erturn it topsy-turvy down” to indicate complete reversal 

or disruption. The SL employed hyperbolic imagery to convey dramatic intensity and 

political subversion. 

Seboni translated this as, “…ka thuso ya gagwe Re tla o fetogakanya re o jesa 

semenogane”, effectively preserving the figurative and emphatic meaning. “O 

fetogakanya” conveys the idea of turning or reversing while “jesa semenogane” is a 

culturally intelligible expression emphasizing complete upheaval, which is similar to 

“topsy-turvy.” The phrase, “ka thuso ya gagwe” foregrounds the collaborative aspect 

implied in the SL. 

The translation strategy involves literal translation with adaptation, cultural 

substitution, functional equivalence and domestication. The SL metaphorical intensity 

is maintained, although the imagery is adjusted to match Setswana idiomatic norms 

while preserving rhetorical effect. 

From a Skopos theory`s perspective, Seboni prioritised communicative impact and 

audience comprehension, ensuring that the figurative meaning of total upheaval is 

clearly conveyed and emotionally resonant. From a DTS`s perspective, the translation 

adhered to target-culture norms, using familiar expressions and syntactic structures to 

achieve acceptability and naturalness in Setswana. 
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4.2.1.19. Extract 18 

SL: 

“Upon the foot of fear, fled with the rest.” (Shakespeare, 1961: 237) 

TL: 

“Ka ntata ya letshogo le legolo, ba paratlela le bontsi.” (Seboni, 1952: 116) 

 

In this extract, Shakespeare employs figurative language to depict fear-driven flight, 

using, “upon the foot of fear” as a metaphor for being propelled by panic. The phrase 

is concise, vivid and conveys urgency in the SL. 

In the Setswana translated version, Seboni rendered this as, “Ka ntata ya letshogo le 

legolo, ba paratlela le bontsi”, effectively preserving both meaning and figurative 

intensity. The TL metaphor, “Ka ntata ya letshogo le legolo” literally conveys “by the 

impetus of great fear,” is capturing the force of panic driving action. “Ba paratlela le 

bontsi” conveys collective fleeing which is equivalent to, “fled with the rest,” 

maintaining narrative clarity and dramatic tension. 

The translation strategy combines literal translation with adaptation, cultural 

substitution, functional equivalence and domestication. The SL metaphor is adapted 

into idiomatic Setswana that preserves the emotional and narrative effect making it 

immediately understandable to the target audience. 

From the Skopos theory`s perspective, the translator prioritised audience 

comprehension and dramatic effect, ensuring that fear and urgency are felt and 

understood by Setswana readers. From the DTS`s point of view, the translation is 

aligned with the target-culture norms by using familiar expressions and natural 

phrasing to maintain acceptability while preserving the SL’s narrative force. 

 

4.2.1.20. Extract 19 

SL: 

“Bear Worcester to the death, and Vernon too. 

Other offenders we will pause upon.” (Shakespeare, 1961: 237) 
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TL: 

“Isang Worcester polaong ya gagwe, Vernon le ene jalo. 

Magolegwa a mangwe a mangwe re tla ke re a nnele khuduthamaga.” (Seboni, 

1952: 116) 

 

In this extract, Shakespeare delivers imperative commands and procedural judgment. 

“Bear Worcester to the death” is a direct order while “Other offenders we will pause 

upon” signals careful consideration for further action. The SL combines military 

decisiveness with procedural deliberation. 

Seboni translated this as, “Isang Worcester polaong ya gagwe, Vernon le ene jalo. 

Magolegwa a mangwe a mangwe re tla ke re a nnele khuduthamaga” maintaining both 

the directive force and procedural nuance. The TL “polaong ya gagwe” captures “to 

the death,” is emphasizing finality while, “re tla ke re a nnele khuduthamaga” conveys 

careful attention to other offenders preserving the sense of judgment and sequence. 

The translation strategy involves literal translation, cultural substitution, functional 

equivalence and domestication. The translator preserved imperative tone and 

procedural detail while adapting military/legal expressions to culturally intelligible TL 

phrasing. 

From the Skopos theory`s perspective, the translation ensured that the audience 

perceives both authority and order preserving dramatic and narrative function. From 

the DTS`s perspective, the translation aligned itself with target-culture norms by using 

natural TL phrasing that maintains readability, acceptability and clarity while retaining 

SL meaning. 

 

4.2.2. Cultural nuances 

 

4.2.2.1. Extract 1  

SL: 

“Thy ignominy sleep with thee in the grave, 

But not remembered in thy epitaph!” (Shakespeare, 1961: 231) 
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TL: 

“Bosula jwa matlhabisa-ditlhong bo robale nao mo lebitleng, 

Mme bo se gakologelwe mo mafokong a letlapa la pupu!” (Seboni, 1952: 113) 

 

The SL sentence, “Thy ignominy sleep with thee in the grave, but not remembered in 

thy epitaph!” is a poetic and metaphorical expression of condemnation. It suggests 

that the subject’s shame or disgrace should die with them and not be remembered or 

honoured in their memorial. The tone is solemn and judgmental emphasizing the 

desire to erase the dishonour from public memory. 

In the Setswana TL, the translator rendered this as: 

“Bosula jwa matlhabisa-ditlhong bo robale nao mo lebitleng, mme bo se gakologelwe 

mo mafokong a letlapa la pupu!” The phrase, “bosula jwa matlhabisa-ditlhong” was 

translated to, “evil of shame” or “shameful wrongdoing.” This is an  explicitness of the 

term, “ignominy.” Rather than using a single abstract term, the translator broke it down 

into more descriptive Setswana terms that convey both moral wrongdoing and public 

disgrace. 

The metaphor, “sleep with thee in the grave” was translated almost literally as, “bo 

robale nao mo lebitleng,” preserving the poetic imagery of disgrace being buried with 

the person. This is a case of literal translation which works effectively here because 

the metaphor is also culturally resonant in Setswana where death and burial are often 

associated with finality and silence. 

The term, “epitaph” is translated as, “mafoko a letlapa la pupu,” meaning “words on 

the tombstone.” This is a cultural substitution that clarifies the meaning for a Setswana-

speaking audience who may not use the term, “epitaph” but are familiar with the 

concept of inscriptions on graves. The translator ensured that the figurative meaning, 

being forgotten or not honoured, is preserved. 

The tone of the TL remained solemn and condemning which is mirroring the original. 

The translator used functional equivalence to maintain the emotional and moral weight 

of the original while amplifying certain elements (like the nature of the disgrace) to 

ensure clarity and cultural relevance. 
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Even here, the Skopos Theory is evident in the translator’s goal to ensure that the 

Setswana - speaking audience understands the moral and emotional implications of 

the original. The translator adapted the language and imagery to suit the cultural 

context ensuring that the message is not only understood but felt. The purpose of the 

translation to convey condemnation and moral judgment was achieved through careful 

lexical and cultural choices. 

The DTS is reflected in how the translation aligned itself with Setswana norms of 

expression, especially in the context of death, shame and remembrance. The 

translator did not attempt to preserve the foreignness of the original but instead he 

integrated the message into the cultural and linguistic framework of the TL. This 

reflected a target-oriented approach where the translation is shaped by the 

expectations and interpretive habits of the Setswana-speaking audience. 

 

4.2.2.2. Extract 2 

SL: “Earl of Douglas.” (Shakespeare, 1961: 27) 

TL: “Motlotlegi wa Douglas.” (Seboni, 1952: 6) 

 

In the translation of the English drama King Henry IV into the Setswana translated 

version, Kgosi Henry wa Bone, the extract, “Earl of Douglas” rendered as “Kgosi ya 

Douglas” presented a clear example of how translation strategies are employed to 

adapt cultural and linguistic elements from the SL to the TL. 

The term, “Earl” in English refers to a noble rank in the British peerage system, 

historically below a marquess and above a viscount. This title is deeply embedded in 

British feudal and aristocratic traditions. In Setswana however, such a hierarchical 

system of nobility does not exist in the same form. The translator opted for, “Kgosi”, 

which means “king” or “chief” in Setswana. This choice reflected a domestication 

strategy where the translator replaced a culturally specific term with one that is familiar 

and meaningful to the target audience. By using, “Kgosi,” the translator aligned the 

character with the traditional Setswana leadership structure making the drama more 

relatable to Setswana-speaking audiences. 
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This translation also involved a semantic shift. While “Earl” and “Kgosi” are not direct 

equivalents in terms of rank or function. The translator prioritised functional 

equivalence over literal accuracy. The goal is to preserve the perceived authority and 

status of the character within the context of the Setswana cultural framework. This 

approach also demonstrated cultural substitution where the translator replaced a 

culturally bound term with one that carries similar connotations in the TL culture. 

Therefore, the translation maintained the prestige and power associated with the 

original title. Although, “Kgosi” may imply a higher status than “Earl,” the translator 

judged that the Setswana audience would interpret “Kgosi ya Douglas” as a powerful 

leader which is aligned with the dramatic role of the character in the play. 

Skopos Theory, which emphasized that the purpose of the translation determines the 

translation strategies, is clearly evident in this extract. The original term, “Earl” refers 

to a specific rank in the British nobility system, which does not have a direct equivalent 

in Setswana. The translator’s goal was to make the drama understandable and 

culturally relevant to a Setswana-speaking audience. To achieve this, the translator 

replaced “Earl” with “Kgosi,” which is a term that denotes a traditional leader or chief 

in Setswana society. 

This substitution reflected a purpose-driven strategy. The translator chose a term that 

conveys authority, leadership and respect, even though it may not be a perfect 

hierarchical match. The use of, “Kgosi” ensures that the audience perceives the 

character as someone of high status and influence which aligned with the dramatic 

role of the Earl in the play. This is a clear application of Skopos Theory where the 

translator has adapted the content to fulfil the communicative and cultural goals of the 

translation. 

In this case, the translator’s choice to use, “Kgosi” instead of a direct transliteration or 

explanation of, “Earl” showed a preference for target-oriented norms. DTS would 

interpret this as an example of acceptability where the translator conforms to the 

linguistic and cultural expectations of the Setswana - speaking audience. 

The translation reflected textual norms in Setswana where titles like, “Kgosi” are 

familiar and carry a strong cultural significance. It also showed initial norms indicating 

that the translator has prioritised the TL’s cultural framework over strict fidelity to the 

SL. By choosing a term that resonates with Setswana traditions, the translator ensured 
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that the Setswana–speaking audience can intuitively understand the character’s social 

role and importance. 

 

4.2.2.3. Extract 3 

SL:  

“The tithe of a hair was never lost in my house before.” (Shakespeare, 1961: 165) 

TL:  

“Ga go ise go latlhegelwe ke leina mo lapeng la me.” (Seboni 1952: 78) 

 

In the translation of, King Henry IV into Kgosi Henry wa Bone, the sentence, “The tithe 

of a hair was never lost in my house before” is rendered in Setswana as, “Ga go ise 

go latlhegelwe ke leina mo lapeng la me.” This translation reflected a significant shift 

in both literal and figurative meaning showcasing the translator’s strategic choices to 

adapt the text for cultural relevance and the Setswana- speaking audience`s 

comprehension. 

The original English sentence uses a figurative expression, “the tithe of a hair” to 

emphasize meticulousness and precision suggesting that not even the smallest detail 

has ever been lost or gone wrong in the speaker’s household. The phrase, “tithe of a 

hair” is hyperbolic and metaphorical rooted in English idiomatic usage. In contrast, the 

Setswana version translated the idea into a culturally resonant expression: “Ga go ise 

go latlhegelwe ke leina mo lapeng la me,” which literally means, “A name has never 

been lost in my household.” In this translation, the focus has shifted from physical 

precision to reputation and honour which are highly valued in Setswana culture. 

The translator employed a cultural adaptation strategy replacing the metaphor with 

one that carries equivalent emotional and social weight in the TL. The concept of 

“losing a name” in Setswana implies shame, dishonour or failure, thus preserving the 

figurative intent of the original, even though the literal imagery is changed. This is an 

example of dynamic equivalence where the translator prioritised the effect of the 

message over its form. 
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Additionally, the translation demonstrates modulation, a technique where the 

translator changed the semantics and perspective of the message to suit the TL. The 

modulation from, “tithe of a hair” to “leina,” (name) reflects a shift from a physical 

metaphor to a social one, aligning with Setswana values and idiomatic expressions. 

The translation has shifted from a metaphor about precision, (“tithe of a hair”) to a 

culturally resonant concept of reputation (“leina”, name). This reflects a purpose-driven 

adaptation where the translator prioritized communicative effectiveness over literal 

fidelity. The Setswana – speaking audience is more likely to understand and 

emotionally become connected with the idea of a household without never losing its 

name (honor or reputation) which aligns with the skopos of cultural relevance and 

dramatic impact. Thus, the translator’s choices are guided by the intended function of 

the translation to preserve the dramatic tone and thematic essence of the original while 

ensuring cultural intelligibility. 

In this translation, the shift from a hyperbolic English idiom to a Setswana expression 

about, “leina” reflects target culture norms. DTS would interpret this as a case of 

acceptability where the translator conforms to the linguistic and cultural expectations 

of the TL audience. The translator replaced unfamiliar figurative language with a 

familiar idiom showing sensitivity to textual and cultural norms in Setswana. This 

approach also reflected the initial norms (whether the translator leans toward source-

text fidelity or target-text acceptability). Here, the translator leans toward target-

oriented norms and prioritizing naturalness and cultural resonance in Setswana over 

strict adherence to the SL structure. 

 

4.2.2.4. Extract 4  

SL:  

“The better part of valour is discretion.” (Shakespeare, 1961: 233) 

TL:  

“Bopelokgale jo bogolo ke jo bo dirisang tlhaloganyo” (Seboni, 1952: 114) 

 



68 
 

This famous line from King Henry IV reflects Falstaff’s pragmatic philosophy indicating 

that true courage is not reckless bravery, but measured action guided by discretion. 

Shakespeare juxtaposes “valour” (heroic courage) with “discretion” (wise judgment) 

challenging traditional notions of heroism. The line is concise, abstract and morally 

reflective. 

In the Setswana translated version, “Bopelokgale jo bogolo ke jo bo dirisang 

tlhaloganyo,” the translator preserved the philosophical tone and conceptual depth. 

“Bopelokgale” is a direct equivalent of, “valour,” denoting bravery or courage. The 

phrase, “jo bo dirisang tlhaloganyo” which translates to, “that which uses 

understanding,” is a culturally resonant way of expressing discretion. This is a clear 

case of semantic translation and modulation where the abstract concept is rendered 

in a way that aligns with Setswana moral and philosophical discourse. 

The translator avoided literalism and instead he used cultural adaptation to ensure 

that the message is meaningful to the target audience. In Setswana culture, 

“tlhaloganyo” (understanding or wisdom) is often associated with maturity, restraint 

and moral clarity which are qualities that aligned well with the idea of discretion. Thus, 

the translation not only retained the metaphorical juxtaposition of courage and caution 

but also enhances it through culturally embedded values. 

The tone of the original, reflective and philosophical is preserved in the Setswana 

translated version. The sentence structure is slightly expanded to clarify the 

relationship between courage and wisdom making the moral message more explicit 

for the audience. 

The translation reflected the Skopos Theory by focusing on the communicative 

purpose of the original to convey a moral reflection on the nature of true courage. The 

translator adapted the abstract concepts to Setswana cultural values ensuring that the 

audience understands and internalizes the message. The use of “tlhaloganyo” instead 

of a direct equivalent for “discretion” shows a functional approach that prioritizes clarity 

and resonance. 

From the DTS`s perspective, the translation aligned itself with the norms of Setswana 

moral and philosophical expression. The translator used familiar terms and structures 

that reflect local ways of thinking about bravery and wisdom. The translation is shaped 
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by the cultural and linguistic expectations of the target audience demonstrating how 

translations function within their own literary and ethical systems. 

 

4.2.2.5. Extract 5 

SL:  

“What a devil hast thou to do with the time of the day” (Shakespeare, 1961: 37) 

TL:  

“O tla dira’ng selo ke wena, fa o itse kwa ‘tsatsi le teng” (Seboni, 1952: 10) 

 

This extracted line from King Henry IV is spoken by Prince Hal in a humorous and 

sarcastic tone mocking Falstaff’s disregard for time and responsibility. The phrase, 

“What a devil hast thou to do with the time of the day” uses the expression “what a 

devil” as an intensifier is common in Elizabethan English to convey frustration or 

disbelief. It’s not a literal reference to the devil, but rather a rhetorical device to 

emphasize the speaker’s tone. 

In the Setswana translated version, “O tla dira’ng selo ke wena, fa o itse kwa ‘tsatsi le 

teng,” the translator has omitted the religious metaphor, “devil” and replaced it with a 

more neutral and culturally appropriate phrase. This is a clear case of modulation and 

euphemistic substitution where the emotional intensity is retained but the culturally 

specific reference is adapted. The phrase, “O tla dira’ng selo ke wena” a translated 

version to, “What will you do, you person,” maintains the confrontational tone without 

invoking religious imagery. 

The second part of the sentence, “to do with the time of the day,” is translated as, “fa 

o itse kwa ‘tsatsi le teng” (if you even know what time of day it is). This is a semantic 

translation with an idiomatic shift preserving the idea that Falstaff is oblivious to 

timebut expressing it in a way that aligns with the Setswana rhetorical style. 

The translator’s choices reflect a careful balance between preserving the humorous 

and sarcastic tone of the original and adapting it to Setswana cultural norms. In 

Setswana, references to the devil are typically reserved for serious religious or moral 
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contexts and so, by using it in a humorous insult might be jarring or inappropriate. By 

replacing it with a neutral phrase, the translator ensures the line remains effective and 

culturally acceptable. 

It is in this way, that the translation reflected the Skopos Theory by prioritizing the 

communicative intent of the original and humorous mockery while adapting the 

language to suit the cultural and moral expectations of the Setswana-speaking 

audience. The omission of, “devil” and the use of a neutral rhetorical question show 

that the translator is focused on functional equivalence ensuring that the audience 

receives the intended tone without cultural dissonance. 

From a DTS`s perspective, the translation aligned itself with the Setswana norms of 

rhetorical and conversational style. The translator used expressions that are familiar 

and acceptable in Setswana discourse demonstrating how translations are shaped by 

the cultural and linguistic systems in which they operate. The adaptation of figurative 

language and tone reflected the translator’s sensitivity to the target culture’s values 

and idiomatic preferences. 

 

4.2.2.6. Extract 6 

SL:  

“He was but as the cuckoo is in June, 

Heard, not regarded.” (Shakespeare, 1961: 155) 

TL:  

“A tshwana le nonyane ya selemo selemong. A utlwiwe, a tlhokomologwe.” (Seboni, 

1952: 73) 

 

This poetic line extracted from King Henry IV uses the image of the cuckoo in June to 

describe someone who is present and audible but ignored. In English culture, the 

cuckoo is a seasonal bird associated with spring and early summer which isoften 

heard but not seen and sometimes regarded as a nuisance or irrelevant once its 
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novelty fades. The metaphor implies that the person being described is like the cuckoo 

who can be heard but not valued. 

In the Setswana translated version, , “A tshwana le nonyane ya selemo selemong. A 

utlwiwe, a tlhokomologwe,” the translator replaced “cuckoo” with, “nonyane ya selemo” 

(bird of the season). This is a clear case of cultural substitution where a culturally 

specific reference is replaced with a more general and familiar concept. The 

Setswana- speaking audience may not associate the cuckoo with any symbolic 

meaning. So, the translator opted for a broader metaphor that retains the seasonal 

and auditory qualities of the original. 

The phrase, “heard, not regarded” is translated as, “a utlwiwe, a tlhokomologwe,” 

which is a semantic translation that preserves the dismissive tone. The Setswana 

translated version maintained the poetic rhythm and reflective tone ensuring that the 

metaphor remains impactful and accessible. 

The translator’s strategy reflected a strong understanding of both the figurative 

meaning and the cultural context. By adapting the metaphor to a more general bird 

associated with seasonal change, the translator ensures that the imagery resonates 

with Setswana-speaking audiences while preserving the original’s emotional and 

poetic intent. 

It is therefore permissible that the translated version aligns itself with the Skopos 

Theory by focusing on the communicative purpose of the metaphor to convey 

disregard and insignificance. The translator adapted the culturally specific image of 

the cuckoo to a more general bird of the season ensuring that the metaphor remains 

effective and meaningful for the target audience. This functional approach prioritized 

audience`s comprehension and emotional resonance. 

It is clear that from the DTS`s lens, the translation reflected the norms of Setswana 

poetic and metaphorical expression. The translator used familiar imagery and 

idiomatic phrasing that are aligned with Setswana literary traditions. The translation is 

shaped by the cultural and linguistic expectations of the target audience in 

demonstrating how translations function within their own systems of meaning. 
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4.2.2.7. Extract 7 

SL: 

“Who doth permit the base contagious clouds 

To smother up his beauty from the world, 

That when he please again to be himself, 

Being wanted he may be more wondered at 

By breaking through the foul and ugly mists 

Of vapours that did seem to strangle him.” (Shakespeare, 1961: 53) 

TL: 

“Le le tleng le dumelele maru mantsho a loapi, 

Go sira bontle ba lone mo lefatsheng, 

Gore, e tle e re le itletlolola go phatsima, 

Le tle le gakgamelelwe segolo ke bao ba le batlang, 

Fa le phunyeletsa ka letobo le le bokete 

La meuwane e e neng ekete e a le fitlha.” (Seboni, 1952: 17) 

 

The SL passage is a rich metaphor describing a person who allows their brilliance to 

be hidden temporarily but only to re-emerge more admired and awe-inspiring. 

Shakespeare uses vivid imagery such as, “base contagious clouds” and “foul and ugly 

mists” to symbolize negative forces or circumstances that obscure one’s true nature 

or greatness. The metaphor of “breaking through” these mists suggested a dramatic 

return or transformation. 

In the Setswana TL, the translator rendered this metaphor with poetic and culturally 

resonant language. The phrase, “maru mantsho a loapi” (dark clouds of the sky) 

replaces, “base contagious clouds.” This is a cultural substitution that maintains the 

metaphor of obscurity but uses imagery more familiar to a Setswana-speaking 

audience. The word, “contagious” is omitted, likely because its metaphorical 

connotation (of spreading negativity) might not translate directly instead the translator 

focused on the visual and emotional impact of dark clouds. 

The verb stem, “smother up” is translated in Setswana as “sira”, meaning “to cover or 

hide,” which is a modulation that shifts the expression slightly but retains the core 
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meaning of concealment. The line “Gore, e tle e re le itletlolola go phatsima” introduces 

the idea of “humbling oneself to shine again,” which is not explicitly in the SL but adds 

a culturally relevant layer of humility before re-emergence, an example of explication 

and amplification. 

The final metaphor, “breaking through the foul and ugly mists of vapours,” is translated 

as, “phunyeletsa ka letobo le le bokete la meuwane,” which literally means, “pierce 

through the heavy fog of vapours.” This is a literal translation that preserves the 

dramatic imagery of struggle and emergence while the addition of, “bokete” (heavy) 

intensifies the metaphor which is another case of amplification. 

Clearly even here, the Skopos Theory is evident in the translator’s choices to adapt 

and amplify the original metaphors to suit the communicative purpose of the Setswana 

drama. The goal is not just to translate words but to evoke the same emotional and 

dramatic effect in the TL audience. The translator used culturally familiar imagery and 

adds emotional depth to ensure the message resonates. 

Accordingly, the DTS is reflected in how the translation conforms to the literary and 

poetic norms of Setswana. Interestingly, the translator did not aim for a word-for-word 

equivalence but instead he followed the norms of Setswana dramatic expression 

which are favouring clarity, emotional resonance and cultural relevance. The 

translation is shaped by the expectations of the TL audience which is a hallmark of 

DTS. 

 

4.2.2.8. Extract 8 

SL: 

“Like a tench! By the mass, there is ne’er a king christen could be better bit than I have 

been since the first cook.” (Shakespeare, 1961: 77) 

TL: 

“Jaaka tlhapi! Rure-rure, ga go na Kgosi epe ya modumedi e e kileng ya longwa go 

mpheta fa e saleng koko e itaya lefuka.” (Seboni, 1952: 28) 
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The SL passage is a humorous and self-deprecating expression of having been 

deceived or tricked. The speaker compares himself to a tench (a type of fish known 

for being easily caught) and used the phrase, “since the first cook” to exaggerate how 

long such trickery has existed. The tone is light, ironic and colloquial. 

In the Setswana TL, the translator rendered this as, “Jaaka tlhapi! Rure-rure, ga go na 

Kgosi epe ya modumedi e e kileng ya longwa go mpheta fa e saleng koko e itaya 

lefuka.” The phrase, “Jaaka tlhapi” (like a fish) is a generalization of, “like a tench.” 

Since “tench” is not a commonly known fish in the Setswana cultural context, the 

translator decided to use the more general and familiar term, “tlhapi” (fish) to convey 

the idea of being caught or tricked which is still an example of cultural substitution. 

The verb stem, “bit” is translated as “longwa” (bitten) which is a literal translation that 

works well in Setswana, where being “bitten” by something (especially in idiomatic 

expressions) can imply being tricked or harmed. This preserves the figurative meaning 

of the original. 

The most creative adaptation is seen in the translation of, “since the first cook” as “fa 

e saleng koko e itaya lefuka” (since the first hen laid an egg). This is a cultural 

adaptation that replaces the Western idiom with the Setswana equivalent. The 

Setswana translated version is humorous and idiomatic conveying the same sense of 

exaggeration and timelessness in a culturally resonant way. 

The tone of the TL remains humorous and ironic in preserving the speaker’s self-

mocking attitude. The translator used functional equivalence to maintain the 

communicative effect and amplification to enrich the imagery with culturally familiar 

expressions. 

The Skopos Theory continues to be evident in the translator’s decision to prioritize the 

communicative function, humour and irony over literal fidelity. The translator has 

adapted idioms and metaphors to ensure that the Setswana- speaking audience 

experiences the same emotional and humorous impact as the original English 

audience. 

DTS is reflected in how the translation aligned itself with Setswana norms of 

expression. The translator used culturally familiar idioms and expressions, such as the 

reference to a hen laying an egg to replace foreign metaphors. This target-oriented 
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approach ensures that the translation is not only understood but also appreciated 

within the cultural framework of the TL audience. 

 

 

4.2.2.9. Extract 9 

SL: 

“Eight yards of uneven ground is threescore and ten miles afoot with me, and the 

stony-hearted villains know it well enough. A plague upon it when thieves cannot be 

true one to another!” (Shakespeare, 1961: 85) 

TL: 

“Nna ke retelelwa ke go tsamaya kgato tse nne mo go se nang tsela ka ekete ke dira 

dimaele tse di masome a supa; le baitimokanyi ba ba pelo di thata ba, se ba se itse 

sentle. Go tlhokofatsa pelo ya motho go gopola gore le magodu ga a na go ikanyana!” 

(Seboni, 1952:32) 

 

The SL passage is a humorous yet bitter complaint about betrayal among thieves. The 

speaker exaggerates the difficulty of walking a short distance by comparing it to a long 

journey and expresses frustration that even criminals cannot trust each other. The 

phrase, “stony-hearted villains” emphasizes the coldness and betrayal of his 

companions while “a plague upon it” is a curse expressing deep frustration. 

In the Setswana TL, the translator rendered this as, “Nna ke retelelwa ke go tsamaya 

kgato tse nne mo go se nang tsela ka ekete ke dira dimaele tse di masome a supa…” 

This is a modulation and hyperbolic equivalence of the original metaphor. The 

translator changes “eight yards” to “kgato tse nne” (four steps) and “seventy miles” to 

“dimaele tse di masome a supa” (seventy miles) by so doing he is preserving the 

exaggeration but on the other hand, adapting the units to culturally familiar terms. In 

this way, the hyperbole remains intact while the humour is preserved. 

The phrase, “stony-hearted villains” becomes, “baitimokanyi ba ba pelo di thata” 

(companions with hard hearts) is a cultural substitution that maintains the figurative 

meaning while using a more culturally resonant expression. The Setswana translated 
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version avoided the word “villains” and instead uses, “baitimokanyi” (companions), 

which adds a layer of irony for those who should be allies and are the ones betraying. 

The curse, “a plague upon it” is translated as, “go tlhokofatsa pelo ya motho” (it breaks 

one’s heart) which is an adaptation that replaces the curse with an emotionally 

expressive idiom. This reflects Setswana cultural norms where emotional expressions 

are often preferred over direct curses. 

The final line which is, “le magodu ga a na go ikanyana” (even thieves cannot trust 

each other) is a functional equivalent of the original preserving the theme of betrayal 

among criminals. The Setswana translated version used a proverb-like structure 

enhancing its cultural resonance. 

In this Setswana translation, the Skopos Theory is evident in the translator’s focus on 

preserving the communicative intent, humour, frustration and betrayal rather than 

adhering strictly to the literal wording. The translator has adapted metaphors and 

idioms to ensure that the Setswana- speaking audience experiences the same 

emotional and rhetorical impact as the English-speaking audience. 

DTS is reflected in how the translation aligned itself with Setswana norms of 

expression. The translator used culturally familiar idioms, measurements and 

emotional expressions to convey the same tone and meaning. This target-oriented 

approach ensures that the translation is both linguistically and culturally appropriate. 

 

4.2.2.10. Extract 10 

SL: 

“Well, how then? Come roundly, roundly.” (Shakespeare, 1961: 39) 

TL: 

“Go siame, jaanong? Tla, go siame gololesega.” (Seboni, 1952: 10) 

 

The SL phrase, “Come roundly, roundly” is an idiomatic expression meaning, “speak 

directly” or “get to the point.” The repetition adds urgency and emphasis. The phrase, 

“Well, how then?” is a rhetorical prompt which is inviting the other speaker to respond 

or act. 
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In the Setswana TL, the translator rendered this as, “Go siame, jaanong? Tla, go siame 

gololesega.” The phrase, “Go siame, jaanong?” is a functional equivalent of “Well, how 

then?” This is used to maintain the conversational tone and rhetorical nature of the 

original by using culturally appropriate phrasing to prompt a response. 

The expression, “Come roundly, roundly” is translated as, “gololesega” (be open or 

speak freely). This is a modulation and cultural adaptation, as the idiom, “roundly” does 

not have a direct equivalent in Setswana. Instead, the translator chose a term that 

conveys the intended meaning while avoiding literal translation that might confuse the 

TL audience. 

The translator omitted the repetition of, “roundly,” instead he opted for a single 

intensified term. This is a case of reduction where repetition is dropped for naturalness 

in the TL, but the tone of urgency is still preserved through the context and word 

choice. 

The tone of the TL remains informal and encouraging while preserving the original’s 

conversational and directive nature. The translator used functional equivalence to 

ensure that the communicative intent is maintained. 

The Skopos Theory is also evident in the translator’s decision to prioritize the 

communicative function by prompting and encouraging direct speech over literal 

fidelity. The translator adapted the idiomatic expressions to ensure that the Setswana 

- speaking audience understands the intent and tone of the original. 

Concomitantly, the DTS is reflected in how the translation aligned itself with Setswana 

norms of conversational interaction. The translator used culturally appropriate 

expressions and avoided awkward literal renderings by demonstrating a target-

oriented approach that ensures naturalness and clarity in the TL. 

 

4.2.2.11. Extract 11 

SL: 

“What is thy name that in battle thus thou crossest me?  

What honour dost thou seek upon my head?” (Shakespeare, 1961: 219) 
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TL: 

“Ina la gago e mang, e reng re le ntweng o ntsamayang bosula? 

O senka tlotlo e e ntseng jang ka go batla botshelo ja me?” (Seboni, 1952: 107) 

 

This extract presents a moment of confrontation in battle, where one-character 

questions the identity and motives of his opponent. The SL uses elevated and poetic 

language with the metaphors such as, “crossest me” (to oppose or challenge) and 

“seek honour upon my head” (to gain glory by defeating the speaker). 

In the TL, the translator rendered this as, “What is thy name” as “Ina la gago e mang,” 

which is a direct and culturally appropriate equivalent. The phrase, “Thou crossest me” 

becomes, “O ntsamayang bosula,” which is translated to, “you are troubling me with 

evil,” showing a semantic shift and modulation from poetic metaphor to a more direct 

expression of conflict. The final line, “What honour dost thou seek upon my head?” is 

translated as, “O senka tlotlo e e ntseng jang ka go batla botshelo ja me?”—which 

literally means, “What kind of honour are you seeking by wanting my life?” This is a 

clear explication of the metaphor which is unpacking the figurative meaning into a 

culturally and linguistically accessible form. 

In this instance, the translator used functional equivalence to preserve the dramatic 

tension and emotional tone of the original while adapting the figurative language to 

suit Setswana norms. The Setswana translated version maintains the confrontational 

tone but replaced poetic metaphors with more direct and culturally resonant 

expressions. 

The Skopos Theory is evident in the translator’s decision to prioritize clarity and 

cultural relevance over literal fidelity. The purpose of the translation is to convey the 

emotional intensity and dramatic confrontation in a way that resonates with Setswana-

speaking audiences. By replacing poetic metaphors with direct expressions, the 

translator ensures that the TL audience understands the stakes and emotions of the 

scene. 

On the other hand, the DTS is reflected in the translator’s adherence to TL norms. The 

Setswana translated version used culturally familiar expressions and avoided overly 

poetic or archaic language with the aim of it aligning with the expectations of the TL 
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audience. This shows a target-oriented approach where the translator adapted the text 

to fit the linguistic and cultural framework of the TL. 

 

4.2.2.12. Extract 12 

SL: 

“I thank him that he cuts me from my tale, 

For I profess not talking.” (Shakespeare 1961: 219) 

TL: 

“Ke a mo leboga gore ankgaosetse puong ya me, 

Gonne nna ga ke maitse-gobua;” (Seboni, 1952: 106) 

 

This extract reflects a moment of interruption where the speaker ironically expresses 

gratitude for being cut off mid-speech and claiming not to be fond of talking. The SL 

used a subtle tone of irony and understatement with phrases like, “cuts me from my 

tale” and “I profess not talking” which carry figurative and stylistic weight. 

In the TL, “cuts me from my tale” is translated as, “ankgaosetse puong ya me,” which 

is a semantic shift from poetic metaphor to a more direct expression of meaning, “he 

interrupted my speech.” The phrase, “I profess not talking” becomes, “ga ke maitse-

gobua,” which literally means, “I am not a talkative person.” This is actually a culturally 

appropriate functional equivalent that maintains the speaker’s self-effacing tone. 

The translator uses modulation to shift from the SL’s ironic tone to a more 

straightforward expression in Setswana, which aligns with the TL’s linguistic norms. 

The figurative meaning is preserved through explication, making the speaker’s attitude 

and intent clearer to the TL audience. 

The Skopos Theory is evident in the translator’s decision to prioritize clarity and 

cultural resonance. The original’s subtle irony is adapted into a more direct and 

culturally familiar expression ensuring that the TL audience understands the speaker’s 

modesty and the context of the interruption. The translator’s choices reflected the 



80 
 

communicative purpose of the scene which is conveying character traits and 

interpersonal dynamics. 

Admittedly, even here, DTS is reflected in the translator’s alignment with Setswana 

linguistic norms. The translation avoided overly figurative or archaic expressions 

instead of using familiar and accessible language. This shows a target-oriented 

approach where the translator conforms to the TL’s expectations and cultural 

framework. 

 

4.2.2.13. Extract 13 

SL: 

“Who with them was a rated sinew too” (Shakespeare, 1961: 199) 

TL: 

“Yo e neng e le mokaloba mo go bone fa a le teng.” (Seboni, 1952: 97) 

 

This line from the source text uses metaphorical language. The phrase, “a rated sinew” 

refers to someone considered a strong or valuable contributor, “sinew” that is 

metaphorically representing strength or support, often in a military or leadership 

context. The SL expression is compact and figurative relying on the metaphor of 

muscle or tendon to convey importance. 

In the TL, the translator rendered this as, “mokaloba,” which refers to a strong or 

muscular person often used in Setswana to describe someone physically capable or 

dependable. This is a clear semantic shift and cultural substitution where the metaphor 

of, “sinew” is replaced with a culturally familiar term that carries similar connotations 

of strength and reliability. 

The phrase, “rated sinew” is unpacked into, “yo e neng e le mokaloba mo go bone fa 

a le teng” which means, “he who was a strong one among them when he was present.” 

This is an example of  explicitness where the figurative meaning is made more explicit 

for clarity and cultural resonance. 
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The translator maintained the figurative intent of the original while adapting the 

metaphor to suit Setswana linguistic norms. The tone remains respectful and 

descriptive preserving the character’s perceived value within the group. 

The Skopos Theory is evident in the translator’s decision to adapt the metaphor of 

“sinew” into a culturally familiar term, “mokaloba.” The purpose of the translation is to 

ensure that the TL audience understands the character’s value and strength within the 

group. The translator’s choices reflected a communicative goal which is to preserve 

the evaluative tone and figurative meaning while making the language accessible and 

meaningful to Setswana speakers. 

It is in this regard that the DTS is reflected in the translator’s alignment with Setswana 

norms of metaphor and expression. The translation used familiar imagery and avoided 

abstract or foreign metaphors by showing a target-oriented approach that prioritizes 

cultural relevance and linguistic clarity. 

 

4.2.2.14. Extract 14 

SL: 

“if I did not think thou hadst been an ignis fatuus, or a ball of wildfire, there’s no 

purchase in money.” (Shakespear,e 1961: 165) 

TL: 

“nna tota ke ne ka gopola gore o thobane e e tukang molelo kgotsa kgolokwe ya 

molelo, ke bile ke belaele.” (Seboni, 1952: 77) 

 

In this extract, Shakespeare uses metaphoric and cultural imagery to convey disbelief 

and astonishment. The English phrase, “ignis fatuus” is a Latin term meaning, “foolish 

fire” or “will-o’-the-wisp,” which is a natural phenomenon of phosphorescent light 

appearing over marshes often associated with misleading travellers. The expression 

“ball of wildfire” similarly evokes imagery of sudden, uncontrollable brightness or 

danger reinforcing the sense of something fiery, elusive and supernatural. The idiom 

“there’s no purchase in money” further conveys the speaker’s disbelief or emphatic 

assertion that their claim is true beyond doubt. 
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In theSetswana translated version by Seboni, , “nna tota ke ne ka gopola gore o 

thobane e e tukang molelo kgotsa kgolokwe ya molelo, ke bile ke belaele,” the 

translator effectively replaced culturally remote images with accessible equivalents. 

“Ignis fatuus” becomes, “thobane e e tukang molelo” (“a burning stick”) and “ball of 

wildfire” is rendered as, “kgolokwe ya molelo” (“a ball of fire”). These expressions 

maintain the semantic field of fire and brightness, but they are framed within familiar 

Setswana imagery where they are demonstrating cultural substitution and functional 

equivalence. The phrase, “ke bile ke belaele” (“I even doubted”) substituted the 

idiomatic, “there’s no purchase in money” with a more direct Setswana expression that 

carries the same pragmatic function that is expressing a strong conviction or disbelief 

thereby prioritising sense over form. 

The translator’s handling of figurative meaning is thus adaptive rather than literal. 

Instead of preserving the Latin phrase, “ignis fatuus,” which would have been alien to 

Setswana - speaking audiences, Seboni employed a culturally intelligible metaphor 

involving “fire,” which is a symbol of energy, danger and the supernatural also present 

in African oral traditions. This choice demonstrated the translator’s sensitivity to 

cultural nuance and audience accessibility. The recurring element of, “molelo” (fire) 

maintains cohesion between the two metaphors and reinforces the dramatic tone of 

astonishment in the dialogue. 

From the perspective of Skopos theory, it is clear that the translator’s decisions are 

aligned with the purpose of the translation to make Shakespeare’s dramatic dialogue 

both meaningful and relatable to a Setswana-speaking audience. The purpose is 

communicative to preserve the emotion and vividness of the source while adapting 

cultural references to familiar imagery. Literal translation of, “ignis fatuus” would have 

disrupted comprehension and broken the audience`s immersion. Thus, Seboni’s 

usage of culturally natural metaphors fulfils the functionalist aim of producing an 

equivalent emotional response in the TL audience. 

From the lens of DTS, this translation reveals the target-oriented norms of mid-20th-

century Setswana literary translation. Rather than preserving foreignness (adequacy), 

Seboni prioritised acceptability through the norm that favours fluency, accessibility and 

resonance with the TL culture. The translator’s consistent use of natural imagery 

(“thobane,” “kgolokwe,” “molelo”) and colloquial syntax illustrated adaptation to 
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Setswana cultural poetics while maintaining semantic fidelity. This aligns with Toury’s 

view that translated texts should be analysed according to the norms of the target 

culture rather than the constraints of the source text. 

 

4.2.2.15. Extract 15 

SL: 

“The nimble-footed madcap Prince of Wales, 

And his comrades, that daffed the world aside 

And bid it pass?” (Shakespeare, 1961: 181) 

TL: 

“Nkgata-kerelele wa setsenwa, molelekisa batsamai, 

Le bankane ba gagwe b a itlhokomolositseng lefatshe 

Ba le tlogela la gapiwa?” (Seboni, 1952: 87) 

 

In this extract, Shakespeare uses a combination of figurative description and 

characterization to portray the Prince of Wales and his companions as lively, 

mischievous and dismissive of conventional expectations. “Nimble-footed madcap” 

evokes physical agility, playfulness and impetuous behaviour, while “daffed the world 

aside and bid it pass” suggests reckless disregard for societal norms. The English text 

is rich in imagery and stylistic ornamentation relying on idiomatic expressions to 

convey personality and tone. 

Setswana translated version by Seboni, , “Nkgata-kerelele wa setsenwa, molelekisa 

batsamai, Le bankane ba gagwe ba itlhokomolositseng lefatshe  

Ba le tlogela la gapiwa?” effectively conveys both the literal and figurative meanings. 

“Nkgata-kerelele wa setsenwa” translates the playful and agile quality of the prince 

into a culturally intelligible idiom by combining physical description (“nkgata-kerelele” 

– agile/quick-footed) with personality characterization (“setsenwa” – mischievous or 

spirited person). Similarly, “ba itlhokomolositseng lefatshe” explicates, “daffed the 
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world aside,” which is clearly communicating the companions’ disregard for social 

norms in a way accessible to Setswana audiences. 

This translation demonstrated cultural substitution and explication. English idiomatic 

expressions and poetic embellishments are adapted into natural Setswana 

compounds and descriptive phrases that are preserving the playful and rebellious tone 

without relying on direct lexical equivalence. The question which is been asked at the 

end, “Ba le tlogela la gapiwa?” truly captures the rhetorical and ironic function of 

Shakespeare’s line showing careful modulation that is align with Setswana syntax and 

rhetorical style. 

From the perspective of the Skopos theory, it is the translator’s purpose to convey the 

Prince’s lively character and social irreverence to a Setswana – speaking audience. 

By adapting idioms and poetic imagery to culturally recognizable expressions, the 

translation fulfils its communicative function which is to portray vivid characterization 

and dramatic irony. Literal replication would likely have obscured both meaning and 

tone. So that is the reason why adaptation ensures audience comprehension and 

engagement. 

From the DTS`s standpoint, Seboni’s translation reflected target-oriented norms of 

acceptability. The translator privileges clarity, idiomaticity and cultural resonance over 

source-text formal fidelity. The use of compounds, metaphorical phrases and explicit 

descriptions is aligned with Setswana literary and oral conventions by demonstrating 

sensitivity to TL expectations and aesthetic norms. 

 

4.2.2.16. Extract 16 

SL: 

“Within her womb, which for enlargement striving……” (Shakespeare, 1961: 135) 

TL: 

“Teng ga mogodu wa lone; o, e reng o kgaratlhela koketsego,” (Seboni, 1952: 62) 
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In this extract, Shakespeare uses figurative and physiological imagery to describe a 

womb undergoing natural growth. The phrase, “within her womb, which for 

enlargement striving” is poetic when combining literal biological observation with an 

elevated literary style. The English relies on syntactic elegance and subtle metaphor 

which may require adaptation for clarity in the TL. 

Setswana translated version by Seboni which is, “Teng ga mogodu wa lone; o, e reng 

o kgaratlhela koketsego” rendered the imagery faithfully while making the meaning 

explicit for the Setswana - speaking audience. “Teng ga mogodu wa lone” literally 

translates to, “inside her womb,” which is maintaining the original anatomical 

reference. The phrase, “o kgaratlhela koketsego” conveys the idea of striving for 

growth or enlargement which is preserving both the physical and figurative senses of 

the SL expression. Modulation is applied to restructure the clause for natural Setswana 

flow while explicitness ensures that the process of gestational growth is clearly 

understood. 

Accordingly, the translation demonstrated functional equivalence as it preserves the 

original’s physiological and developmental meaning rather than attempting a word-for-

word literalism that might sound awkward or overly foreign in Setswana. Domestication 

ensures that both imagery and syntax are idiomatic and comprehensible by 

maintaining the literary quality of the original while adapting to the cultural and 

linguistic norms of the TL. 

From the Skopos theory`s perspective, the translator’s purpose is to convey 

Shakespeare’s poetic depiction of gestation in a way that is intelligible and meaningful 

for Setswana readers. Literal fidelity is secondary to clarity and aesthetic effect, 

allowing the target audience to grasp both the imagery and the implied growth process. 

Indeed, it is from the DTS`s perspective, that Seboni’s translation followed target-

culture-oriented norms, prioritizing acceptability and comprehensibility. The choice of 

familiar anatomical and descriptive terms aligns with TL expectations, illustrating a 

target-oriented approach where the reader’s understanding and reception guide 

translation decisions. 
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4.2.2.17. Extract 17 

SL: 

“Suspicion all our lives shall be stuck full of eyes, 

For treason is but trusted like the fox, 

Who, never so tame, so cherished and locked up, 

Will have a wild trick of his ancestors. 

Look how we can, or sad or merrily, 

Interpretation will misquote our looks, 

And we shall feed like oxen at a stall, 

The better cherished still the nearer death.” (Shakespeare, 1961: 213) 

TL: 

“Go belaelwa botshelong jotlhe jwa rona go tla re tlhorontsha; 

Gonne motsuolola-mmuso o ikanngwa ga ga phokojwe, 

Yo, le mororo a tlwaetse, a raatiwa a tswalelwa maitsiboa, 

O tleng a supe mekgwana ya borragwe-mogologolwane. 

Barelebi batla aka ba tlhalosa difatlhogo tsa rona, 

Mme re tla ja jaaka dipholo tse di nontshediwang go tlhajwa, 

Tse e reng go ba di none, di atamele loso bogolo.” (Seboni, 1952: 103) 

 

In this extract, Shakespeare employs extended metaphors and allegorical imagery to 

depict suspicion, treachery, and the inevitability of death. Phrases like, “stuck full of 

eyes” and “treason is but trusted like the fox” combined figurative and moral meaning 

with the purpose of highlighting constant vigilance, distrust and the latent danger 

inherent in power. The SL imagery is poetic and relies on culturally and contextually 

specific metaphors (fox, oxen, ancestral trick) which may be unfamiliar to a Setswana 

- speaking audience. 

In Seboni’s translated version, “Go belaelwa botshelong jotlhe jwa rona go tla re 

tlhorontsha; Gonne motsuolola-mmuso o ikanngwa ga ga phokojwe, … re tla ja jaaka 

dipholo tse di nontshediwang go tlhajwa, Tse e reng go ba di none, di atamele loso 

bogolo” the metaphorical and moral meaning is retained while adapting to Setswana 

cultural and linguistic norms. “Go belaelwa botshelong jotlhe jwa rona go tla re 

tlhorontsha” literally rendered as, “suspicion…stuck full of eyes,” is emphasizing the 
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pervasive nature of vigilance. The fox metaphor becomes, “motsuolola-mmuso o 

ikanngwa ga ga phokojwe” which frames treachery in a culturally intelligible animal 

metaphor. Oxen imagery is preserved as “dipholo tse di nontshediwang go tlhajwa”, 

which is maintaining the association between indulgence, care and impending 

mortality. 

It is in this way, that the translation demonstrated cultural substitution, modulation, 

functional equivalence and explication in the manner that is carefully balancing fidelity 

to Shakespeare’s figurative meaning with clarity and resonance for the Setswana-

speaking audience. Domestication ensures idiomatic and comprehensible phrasing 

while modulation rearranges syntactic structures for natural flow in TL narrative style. 

It is therefore, from the Skopos theory`s perspective that the translated version by 

Seboni prioritized audience comprehension and moral impact by ensuring that the 

political and ethical lessons embedded in the SL metaphors are clear and evocative 

for Setswana readers. Literal word-for-word translation would likely obscure the 

intended allegorical and moral meaning. 

From the DTS`s perspective, the translation reflects target-culture-oriented norms, 

adhering to Setswana literary and idiomatic conventions while making the SL 

metaphors culturally intelligible and emotionally effective. The choice of familiar 

animals, idiomatic expressions and explicated imagery aligns with norms of 

acceptability in the TL context. 

 

4.2.2.18. Extract 18 

SL: 

“By God, I cannot flatter. I do defy 

The tongues of soothers.” (Shakespeare, 1961: 175) 

TL: 

“Ka Modimo, ga nka ke ka kgatlha ka puo; ke nyatsa 

Diteme tsa malope.” (Seboni, 1952: 84) 

 



88 
 

In this extract, Shakespeare emphasises honesty, defiance and moral integrity by 

rejecting flattery. The phrase,“tongues of soothers” is metaphorical which is referring 

to those who offer deceitful praise or counsel. This figurative expression may not have 

an exact equivalent in Setswana. 

Seboni translated this as, “Ka Modimo, ga nka ke ka kgatlha ka puo; ke nyatsa Diteme 

tsa malope” which is preserving effectively the meaning, tone and force of the original. 

“Ga nka ke ka kgatlha ka puo” clearly conveys the refusal to flatter while “diteme tsa 

malope” captures the idea of deceptive or flattering advisors in culturally intelligible 

terms. The interjection, “Ka Modimo” preserves the original oath-like emphasis. 

The translator used literal translation, cultural substitution, functional equivalence and 

domestication. The metaphoric, “tongues of soothers” is adapted to a TL expression 

that resonates with Setswana speakers to ensure comprehension and maintaining 

rhetorical force. 

It is from the point of view of the Skopos theory that, the translation truly prioritised 

Setswana – speaking audience`s understanding and rhetorical impact by ensuring that 

the moral stance against flattery is effectively conveyed. It is therefore that the DTS`s 

perspective, the translation reflected target-culture norms using idiomatic and 

culturally relevant expressions to maintain naturalness and acceptability in the TL 

context. 

 

4.2.2.10. Extract 19 

SL: 

“Let us not leave till all our own be won.” (Shakespeare, 1961: 239) 

TL: 

“A re se thapholeng kobo segole pele thato ya rona e diragadiwa.” (Seboni, 1952: 117) 

 

In this extract, Shakespeare expresses determination and collective action in which 

he is urging for persistence until objectives are fully achieved. The SL is concise and 

emphatic when combining motivational command with a sense of strategic goal. 
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Seboni translated this as, “A re se thapholeng kobo segole pele thato ya rona e 

diragadiwa”, which is effectively preserving both directive and motivational aspects. 

The TL metaphor, “thato ya rona e diragadiwa” emphasizes fulfilment of their collective 

goal or will which resonates culturally as a normative expression of purpose and 

determination. “A re se thapholeng kobo” conveys the sense of not abandoning the 

task of aligning with the SL imperative tone. 

The translation strategy involves literal translation with adaptation, cultural 

substitution, functional equivalence and domestication. The translator ensures that the 

SL meaning is fully retained while adapting metaphors and sentence structures to TL 

norms making the message clear and culturally resonant. 

Seemingly it is from the Skopos theory`s perspective that the translation prioritised 

audience`s comprehension and motivational force by ensuring that the directive is 

effectively communicated to inspire determination. From the DTS`s perspective, it can 

be concluded that the TL conforms to target-culture norms using familiar metaphors 

and idiomatic phrasing to ensure acceptability and naturalness while preserving SL 

intent. 

 

4.2.3. Linguistic and cultural nuances 

 

4.2.3.1. Extract 1 

SL: 

“My liege, I did deny no prisoners 

But I remember, when the fight was done, 

When I was dry with rage and extreme toil, 

Breathless and faint, leaning upon my sword, 

Came there a certain lord, neat, and trimly dressed, 

Fresh as a bridegroom, and his chin new reaped 

Showed like a stubble land at harvest home. 

He was perfumèd like a milliner, 

And ’twixt his finger and his thumb he held 

A pouncet box, which ever and anon.” (Shakespeare, 1961: 57) 
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TL: 

“Kgosi ya me, ga ke a gana ka magolegwa ape 

Fela ke gopola fa ntwa e fedisitswe, 

Fa ke ne ke lapisitswe ke kgalefo le go tlhabana, 

Ke hupetse ke tsibikela, ke ikokotetse ka ‘rumo la me, 

Go ne ga tlaa morena mongwe a tlhatswitse, a kgabile, 

Motho a ka re ke monyadi; mme seledu se beotswe 

E ka re tshimo ya mabele fa e setse ka letlhaka; 

O na a nkga menatenate fela jaaka morekisi. 

Mme gare ga menwana ya gagwe a patisitse 

Toisinyana e a neng gangwe le gape.” (Seboni, 1952: 18) 

 

In this extract, Shakespeare portrays a scene of battle-weariness contrasted with the 

elegance and ostentation of a particular lord. The SL contains vivid imagery, figurative 

language and cultural references (e.g. “fresh as a bridegroom,” “stubble land at 

harvest,” “perfumèd like a milliner,” “pouncet box”). These expressions carry specific 

cultural and social connotations in Elizabethan England which may be unfamiliar to 

Setswana -speaking audiences. 

Seboni translated the passage into Setswana with literal translation, cultural 

substitution, functional equivalence and domestication. For instance, “fresh as a 

bridegroom” and the comparison to harvested stubble are adapted to, “Motho a ka re 

ke monyadi; mme seledu se beotswe/E ka re tshimo ya mabele fa e setse ka letlhaka,” 

preserving the metaphorical meaning in culturally resonant imagery. Similarly, the 

“perfumèd like a milliner” is rendered as, “O na a nkga menatenate fela jaaka 

morekisi,” using a culturally familiar occupational reference. The “pouncet box” 

becomes, “Toisinyana,” maintaining the object’s function and narrative importance. 

it is from the Skopos theory`s perspective that the translation emphasized the 

audience’s comprehension and enjoyment ensuring that figurative imagery and 

character description remain vivid and engaging in Setswana. From the DTS`s 

perspective, Seboni adhered to target-culture norms using familiar metaphors, idioms 

and sentence structures to enhance acceptability while maintaining the literary and 

descriptive intent of the SL. 
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4.2.3.2. Extract 2 

SL: 

“Come brother John, full bravely hast thou fleshed thy maiden sword.” (Shakespeare, 

1961: 233) 

TL: 

“Tla nnaka John; ka bopelokgale jo bogolo o kgakotse Tšhaka ya gago e ntšha.” 

(Seboni, 1952: 114) 

 

In this extract, Shakespeare uses figurative and martial language to praise John’s 

bravery by emphasizing both the act of using his sword for the first time and the 

courage involved. The SL phrase, “fleshed thy maiden sword” is metaphorical and it is 

also referring to first bloodshed or first combat which is a culturally specific idiom for 

heroism. 

Seboni has translate this into Setswana as, “o kgakotse Tšhaka ya gago e ntšha”, 

which literally conveys that John has “blooded his new sword.” This preserves the 

figurative meaning of first combat while making the imagery clear and culturally 

resonant to Setswana-speaking audiences. The phrase, “ka bopelokgale jo bogolo” 

reinforces the bravery and commendatory tone that is maintaining the narrative 

function of praise. 

According to the Skopos theory`s perspective, the translation aims at honoring the 

character’s heroism and ensures that the TL audience appreciates the valorous act. It 

is in this manner that the translation prioritised functional effect over strict literal fidelity. 

 

4.2.3.3. Extract 3 

SL: 

“To gripe the general sway into your hand, 

Forget your oath to us at Doncaster;  

And being fed by us, you used us so 
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As that ungentle gull, the cuckoo’s bird, 

Useth the sparrow; did oppress our nest, 

Grew by our feeding to so great a bulk 

That even our love durst not come near your sight 

For fear of swallowing; but with nimble wing 

We were enforced for safety sake to fly” (Shakespeare, 1961: 207) 

 

TL: 

“Go tsaya bogosi jotlhe le go bo huparela seatleng sa gago; 

Wa lebala maikano a gago go rona kwa Doncaster; 

Mme ya re re sena go go otla wa dira ka rona fela 

Jaaka eketeng o nonyane ya lewatle ya e e setlhogo, ya mariga, 

E jesetsang thaga kgobedung; wa gatelela ba sentlhaga sa rona; 

Wa godisiwa ke go jeswa ke rona wa buduloga mo ebileng 

Le lorato lwa rona lwa se lekane go atamela fatlhego sa gago” (Seboni, 1952: 100) 

 

In this extract, Shakespeare combines political commentary, figurative imagery and 

moral censure. The speaker accuses one another of seizing power, breaking an oath 

and abusing those who nurtured him by using metaphors of birds and nests (“ungentle 

gull, the cuckoo’s bird, useth the sparrow”) to convey betrayal, exploitation and 

overreach. The imagery of growth beyond bounds highlights greed and misuse of 

generosity. The English version employed complex syntax, literary metaphors and 

extended poetic imagery which may not translate directly into Setswana without loss 

of clarity or cultural resonance. 

Seboni’s Setswana translation preserves both literal and figurative meaning while 

adapting metaphors for cultural intelligibility. “Go tsaya bogosi jotlhe le go bo huparela 

seatleng sa gago” mirrors the English notion of seizing power. The bird metaphors 
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which are rendered as, “eketeng o nonyane ya lewatle ya e e setlhogo, ya mariga, e 

jesetsang thaga kgobedung”, are culturally recognizable bird imagery to reflect 

exploitation and oppression. The subsequent lines, “wa godisiwa ke go jeswa ke rona 

wa buduloga mo ebileng le lorato lwa rona lwa se lekane go atamela fatlhego sa gago,” 

maintain the sense of overgrown power threatening the nurturers in adapting syntax 

and emphasis for Setswana style. 

The translation demonstrated cultural substitution (modifying English bird metaphors 

to resonate with Setswana audiences), modulation (reordering clauses and adjusting 

perspective) and functional equivalence (maintaining tone and thematic message over 

strict literal fidelity). Domestication ensures that the translation flows naturally with 

integrating idiomatic and expressive structures familiar to the target audience. 

From the point of view of the Skopos theory, the translation’s purpose is to 

communicate political critique and moral judgment in a way intelligible to Setswana 

readers. Fidelity to effect and meaning took precedence over strict lexical equivalence, 

ensuring the drama’s rhetorical force is preserved. 

From the DTS standpoint, the translation reflected target-culture-oriented norms by 

prioritizing acceptability, clarity and idiomatic expression. Seboni’s choices revealed 

sensitivity to TL literary conventions, audience expectations and cultural knowledge 

showing a target-oriented strategy typical of mid-20th-century Setswana literary 

translations. 

 

4.2.3.4. Extract 4 

SL: 

“Why, thou owest God a death.” (Shakespeare, 1961: 211) 

TL: 

“Kana tlhe, Modimo o letetse loso lwa gago.” (Seboni, 1952: 102) 

 

In this extract, Shakespeare conveys a strong moral and religious admonition, 

suggesting that the person addressed is accountable to God for death or punishment. 

The English phrasing, “thou owest God a death” combines legalistic and ethical diction 
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with religious overtones which could be archaic or abstract for a Setswana-speaking 

audience if translated literally. 

Seboni translated this as, “Kana tlhe, Modimo o letetse loso lwa gago”, which is 

effectively preserving both the moral seriousness and imperative tone. “Modimo o 

letetse loso lwa gago” conveys that God awaits the person’s death or judgment 

maintaining the gravity and ethical warning of the SL. The introductory phrase, “Kana 

tlhe” functions as an attention marker or exhortation, that is equivalent in effect to 

Shakespeare’s “Why,” making the sentence idiomatic and natural in Setswana. 

The translator employs literal translation, cultural substitution, functional equivalence 

and domestication ensuring that the warning is comprehensible, culturally resonant 

and rhetorically forceful. The SL`s ethical and religious imagery is preserved while 

adapted to TL norms. 

It is therefore admissible that from the Skopos theory`s point of view, the translation 

prioritised the communicative purpose in which the moral admonition must be clear, 

serious and culturally intelligible. Effectiveness in the target context is more important 

than strict word-for-word fidelity. 

From the DTS`s perspective, the translation demonstrated target-culture-oriented 

norms by using TL religious and moral idioms to ensure acceptability and naturalness. 

This occurred because the translator has adapted archaic English phrasing to meet 

TL audience`s expectations while retaining Shakespeare’s ethical intent. 

 

4.2.3.5. Extract 5 

SL: 

“Two stars keep not their motion in one sphere.” (Shakespeare, 1961: 229) 

TL: 

“Poo-pedi ga di tlhakanele lesaka.” (Seboni, 1952: 108) 

 

In this extract, Shakespeare uses a cosmological metaphor to convey the idea that 

two entities cannot occupy the same space or position without conflict. The line from 
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the SL, “Two stars keep not their motion in one sphere” has combined imagery, 

philosophy and brevity to express inevitability and incompatibility. 

Seboni has translated this as, “Poo-pedi ga di tlhakanele lesaka”, maintaining both the 

literal imagery and conceptual meaning. The TL phrase, “poo-pedi” (two stars) 

preserves the celestial metaphor while “lesaka” conveys a familiar notion of space or 

sphere in Setswana cosmology. The TL phrasing effectively conveys the idea that 

certain things cannot coexist in the same domain, maintaining the metaphorical and 

philosophical significance of the SL. 

The translator employed literal translation with adaptation, cultural substitution, 

functional equivalence and domestication. The SL metaphor is preserved but 

expressed in a way that resonates with Setswana-speaking audiences and adhered 

to natural idiomatic and syntactic norms. 

It is from the standpoint of the Skopos theory that the translation prioritised audience`s 

comprehension and conceptual clarity in ensuring that the philosophical meaning of 

incompatibility is accessible and culturally relevant. On the other hand, it is from the 

DTS`s perspective that the translation aligned itself with target-culture norms by 

adapting astronomical metaphor to familiar Setswana terminology while preserving the 

intellectual and poetic intent. 

 

4.2.3.6. Extract 6 

SL: 

“They call drinking deep ‘dyeing scarlet,’ and when you breathe in your watering, they 

cry ‘Hem!’ and bid you ‘Play it off!’ To conclude, I am so good a proficient in one quarter 

of an hour that I can drink with any tinker in his own language during my life.” 

(Shakespeare, 1961: 99) 

TL: 

“go itlopela boojalwa thata, ba go bitsa go hubitsa; mme fa e ka re o se na go baya 

bojalwa molomo wa ema go ikhutsa, batle ba goe ba re ‘ao!’, mme ba re o nwe o fetse. 

Go khutshwafatsa mafoko, ke fetogile senwi se segolo ka metswetswe e e lesome le 

botlhano mo ke bileng nka nwa go lepalepana le monwi mongwe le mongwe fela, ka 

selekanyo sa gagwe mo ‘tshelong jwa me.” (Seboni, 1952: 40) 
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In this extract above, Shakespeare uses humorous figurative language, idioms and 

cultural references to depict drinking customs, social observation and the narrator’s 

skill. The SL contains expressions like, “dyeing scarlet,” “Hem!,” and “play it off,” which 

carry cultural and contextual meaning familiar to Elizabethan audiences but opaque to 

Setswana readers. 

Seboni translated this as, “go itlopela boojalwa thata…ke fetogile senwi se segolo ka 

metswetswe e e lesome le botlhano…” where he is maintaining both humor and 

figurative richness while adapting culturally specific elements. “Go itlopela boojalwa 

thata” conveys indulgent drinking and “go hubitsa” effectively substitutes the idiom 

“dyeing scarlet,” using TL imagery to signify visible intoxication. The translator also 

expanded and clarified actions such as, exclamations and toasts (“Hem!” and “Play it 

off!”) to make them understandable in Setswana culture by preserving the narrative 

and humorous intent. 

The translation strategy combines literal translation with clarification, cultural 

substitution, functional equivalence, expansion/explanatory adaptation and 

domestication. These strategies ensure that both the figurative and social nuances of 

drinking as well as the narrator’s boast are comprehensible and culturally resonant. 

It is from the Skopos theory`s perspective that the translation serves the function of 

entertaining the audience while conveying the original’s humour and social 

observation by prioritizing effect over literal fidelity. It is therefore clear, from a DTS`s 

perspective that the translation is aligned with target-culture norms using idiomatic, 

explanatory and culturally familiar expressions to ensure acceptability and readability. 

 

4.2.3.7. Extract 7 

SL:  

“Thou art so fat-witted with drinking of old sack and unbuttoning thee after supper and 

sleeping upon benches in the afternoon.” (Shakespeare, 1961: 37) 

TL:  
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“O tlhakanye tlhogo, ka ntata ya go nwa bojalwa bo bo serobo le go latlha dibaki go 

tla o kgwaphalala mo ditilong motshegareng wa maitsiboa” (Seboni, 1952: 10) 

 

The English source sentence is a vivid and humorous insult directed at Falstaff, 

portraying him as mentally slow due to excessive drinking, laziness and indulgence. 

The phrase, “fat-witted” is a metaphorical insult implying dullness or stupidity that is 

caused by overindulgence in “old sack”, a type of fortified wine popular in 

Shakespeare’s time. The imagery of “unbuttoning thee after supper” and “sleeping 

upon benches in the afternoon” painted a picture of a man who is so gluttonous and 

lazy that he cannot even remain upright after eating. 

In the Setswana translated version, “O tlhakanye tlhogo” is used to render “fat-witted.” 

This phrase literally means, “you mix up your head,” which is a culturally appropriate 

way of expressing confusion or lack of mental clarity. This is a clear case of modulation 

where the translator shifts the metaphor from physical dullness to mental disorientation 

which is a more idiomatic concept in Setswana. 

The reference to “old sack” is translated as, “bojalwa bo bo serobo”, which means 

“strong or aged alcohol.” This is a cultural substitution replacing the specific historical 

reference with a more general and familiar term for strong traditional liquor. This 

ensures the audience understands the implication of excessive drinking without 

needing knowledge of Elizabethan beverages. 

The imagery of, “unbuttoning thee after supper and sleeping upon benches” is 

translated as, “go latlha dibaki…kgwaphalala mo ditilong motshegareng wa maitsiboa” 

which means, “throwing off your coat and sprawling on benches in the late afternoon.” 

This is a literal translation with idiomatic expansion thus preserving the physical 

laziness and indulgence while adapting the phrase to Setswana syntax and cultural 

norms. The word, “kgwaphalala” adds a vivid image of someone lying carelessly and 

enhancing the tone of ridicule. 

The overall tone of the original is humorous and mocking when the Setswana 

translated version retains this tone through expressive and culturally resonant 

language. The translator amplifies the insult by using phrases that are more familiar 
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and impactful in Setswana such as, “tlhakanye tlhogo” and “kgwaphalala” which carry 

strong connotations of foolishness and laziness. 

The translation reflected the Skopos Theory by adapting the text to suit the 

communicative purpose for a Setswana-speaking audience. The translator’s goal is 

not to preserve historical accuracy but to convey the humour, insult and 

characterization effectively. By replacing culturally specific references like, “old sack” 

with “bojalwa bo bo serobo,” it is the translator`s aim to ensure that the audience 

grasps the intended meaning and emotional tone. 

From this end one can conclude that from the DTS `s viewpoint the translation is 

shaped by the norms of Setswana literary and oral tradition. The translator used 

expressions and imagery that are aligned with Setswana idioms and cultural 

expectations. The translation is not judged by its fidelity to the source but by how well 

it functions within its own cultural context. The use of vivid idiomatic language reflected 

the translator’s awareness of the target audience’s linguistic preferences. 

 

4.2.3.9. Extract 8 

SL: 

“Ay when? Canst tell? Lend me thy lantern quoth he? Marry I’ll thee hanged first.” 

(Shakespeare, 1961: 79) 

TL: 

“Ee, leng? Ga o itse? A o rileng Ke mo adime lobone lwa me? Waii, ke tla go bona o 

ile polaong pele.” (Seboni, 1952: 29) 

 

This passage extracted from the SL is a sarcastic and defiant exchange where the 

speaker mocks a request to borrow a lantern and responds with a strong refusal saying 

he’d rather see the person hanged first. The tone is informal, confrontational and laced 

with irony. The phrase, “Marry” is an archaic English exclamation which is used to 

express emphasis or surprise. 

In the Setswana TL, the translator rendered this as, “Ee, leng? Ga o itse? A o rileng 

ke mo adime lobone lwa me? Waii, ke tla go bona o ile polaong pele.” The phrase, “ke 
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mo adime lobone lwa me” is a literal translation of “lend me thy lantern” which is 

preserving the structure and meaning of the original request. The Setswana translated 

version maintains the conversational tone and clarity. 

The exclamation, “Marry” is translated as “Waii,” is a culturally appropriate Setswana 

interjection that is used to express disbelief or emphasis. This is a cultural substitution 

that replaces an outdated English expression with a familiar and emotionally 

equivalent Setswana one. 

The phrase, “I’ll thee hanged first” is translated as, “ke tla go bona o ile polaong pele” 

which literally means, “I’ll see you go to the gallows first.” This is a functional 

equivalence that retains the figurative meaning of the original by refusing the request 

in a dramatic and sarcastic way. The Setswana translated version is slightly more 

explicit by making the threat more vivid and culturally resonant. 

The tone of the TL remains sarcastic and defiant thus preserving the speaker’s 

attitude. The translator used adaptation to ensure that the emotional and rhetorical 

force of the original is maintained in a way that is natural to the Setswana-speaking 

audience. 

According to the Skopos Theory, it is evident that the translator’s focus was on 

preserving the communicative intent rather than adhering strictly to the archaic 

language of the original. The translator adapted expressions like, “Marry” to culturally 

relevant exclamations like, “Waii,” ensuring that the TL audience experiences the 

same emotional impact. 

DTS is reflected in how the translation aligns with Setswana norms of informal speech 

and dramatic expression. The translator used familiar idioms and expressions to 

convey the same tone and meaning in demonstrating a target-oriented approach that 

prioritized cultural and linguistic accessibility. 

 

4.2.3.10. Extract 9 

SL: 

“Here is a dear, a true-industrious friend, 

Sir Walter Blunt, new lighted from his horse. 

Stained with the variation of each soil 
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Betwixt that Holme don and this seat of ours, 

And he hath brought us smooth and welcome news.” (Shakespeare, 1961: 33) 

TL: 

“Morategi, tsala ya rona ya senatla ke e, 

Morena Walter Blunt, yo o fologang mo pitseng, 

O diretse tsa mefuta tsa mafatshe a mantsi 

A a gareng ga Holmedon le fano re leng teng; 

Mme o re tliseditse a tlhotlhamo re ntseng re a letile.” (Seboni, 1952: 8) 

 

The extracted passage of the SL introduces Sir Walter Blunt as a loyal and 

hardworking friend who has just arrived but physically marked by the journey he has 

taken to deliver important news. The tone is respectful and admiring which is 

emphasizing both his character and the effort he has made. 

In the Setswana TL, the translator rendered this as, “Morategi, tsala ya rona ya senatla 

ke e…” which is translated  to, “Beloved, this is our strong friend.” The phrase, “tsala 

ya rona ya senatla” is a modulation of, “true-industrious friend,” which is replacing, 

“industrious” with “senatla” (strong or mighty) to convey both physical and moral 

strength in Setswana. This maintains the tone of admiration while adapting the 

metaphor to a culturally resonant term. 

The phrase, “new lighted from his horse” is translated literally as, “yo o fologang mo 

pitseng” which preserves the original image of someone just arriving from a journey. 

This literal translation works well in Setswana where horseback travel is historically 

familiar and contextually appropriate. 

Furthermore, the line, “stained with the variation of each soil” becomes, “o diretse tsa 

mefuta tsa mafatshe amantsi” meaning “he has worked through many types of lands.” 

This is an adaptation and  explicitness that shifts the metaphor from being physically 

stained to having actively endured or traversed diverse terrains. Through this, the  

effort and the experience are emphasized rather than appearance which may be more 

meaningful in the TL context. 

Finally, “he hath brought us smooth and welcome news” is translated as, “o re tliseditse 

a tlhotlhamo re ntseng re a letile,” meaning “he has brought us the message we have 
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been waiting for.” This is a functional equivalence that captures the anticipation and 

positivity of the original while amplifying the emotional tone by adding the idea of 

expectation. 

Additionally, the Skopos Theory is evident in the translator’s focus on preserving the 

communicative purpose by introducing a respected messenger and emphasizing the 

importance of his news. Even here, the translator has adapted metaphors and 

expressions to ensure that the Setswana- speaking audience receives the same 

emotional and narrative impact even if the literal imagery changes. 

The DTS is reflected in how the translation aligned itself with Setswana norms of 

praise, respect and narrative clarity. The translator used culturally familiar expressions 

and idioms to convey the same tone and meaning in demonstrating a target-oriented 

approach that prioritized cultural and linguistic accessibility. 

 

4.2.3.11. Extract 10 

SL: 

“Out, you mad-headed ape! 

A weasel hath not such a deal of spleen 

As you are tossed with. 

In faith, I’ll know your business, Harry, that I will.” (Shakespeare, 1961: 95) 

TL: 

“Tswaa Kgabo ke wena ya setsenwa! 

Le kgano ga a na lobete lo lo kanang ka 

Lo lo go kgarakgatshang. Ammaarure, 

Ke tla baa ke nna ke itse lekunutu la gago, ntla le itse.” (Seboni, 1952: 38) 

 

The SL passage is emotionally charged and confrontational. The speaker insults Harry 

by calling him a “mad-headed ape” implying irrationality and foolishness. The 

metaphor, “a weasel hath not such a deal of spleen” intensifies the insult by comparing 

Harry’s emotional volatility to that of a weasel which is an animal often associated with 

slyness and aggression. The term, “spleen” is used metaphorically to refer to 
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excessive anger or irritability. The final line expresses a determined intent to uncover 

Harry’s secrets. 

In the Setswana TL, the translator rendered this as, “mad-headed ape” and in 

Setswana as, “Kgabo ke wena ya setsenwa” which literally means, “You baboon, you 

fool.” This is a modulation and cultural substitution replacing the English metaphor with 

a culturally resonant insult. In Setswana, calling someone, “kgabo” (baboon) is a 

strong insult and “ya setsenwa” (foolish one) intensifies the tone by preserving the 

original’s emotional force.  

The metaphor, “a weasel hath not such a deal of spleen” is translated as “Le kgano ga 

a na lobete lo lo kanang ka”, meaning, “Even a mongoose does not have the rage that 

you carry.” This is a cultural adaptation that is replacing, “weasel” with “kgano” 

(mongoose) which is a more familiar animal in the Setswana context. The term, 

“lobete” (rage or temper) is an explicitness of “spleen” clarifying the metaphor for the 

TL audience. 

The phrase, “tossed with” is rendered as, “lo lo go kgarakgatshang”, meaning, “that 

disturbs you,” which is a functional equivalent that captures the idea of being 

emotionally unsettled or overwhelmed. 

The final line, “In faith, I’ll know your business, Harry, that I will,” is translated as, 

“Ammaarure, ke tla baa ke nna ke itse lekunutu la gago, ntla le itse,” which maintains 

the tone of insistence and determination. The use of, “lekunutu” (secret) adds 

specificity and the repetition, “ntla le itse” which reinforces the speaker’s resolution, as 

an example of amplification. 

The Skopos Theory is evident in the translator’s focus on preserving the 

communicative function, expressing anger, insult and determination rather than 

adhering strictly to literal metaphors. The translator adapted expressions to ensure 

that the Setswana- speaking audience understands the emotional tone and rhetorical 

force of the original. 

The DTS is reflected in how the translation aligned with Setswana norms of insult, 

emotional expression and figurative language. The translator used culturally familiar 

metaphors and expressions to convey the same tone and meaning in demonstrating 

a target-oriented approach that prioritized cultural and linguistic accessibility. 
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4.2.3.12. Extract 11 

SL:  

“Lay out, lay out”  

“This bottle makes an angel” (Shakespeare, 1961: 185) 

TL:  

“Reka ka go lapologa, reka ka kgololesego”  

“Botlele e e tladiwa ka lesome la dišeleng.” (Seboni, 1952: 89) 

 

In these extracts, the translator demonstrated a strategic approach in rendering 

Shakespearean figurative language into Setswana. The phrase, “Lay out, lay out” is 

idiomatic suggesting indulgent or liberal spending. The Setswana translated version, 

“Reka ka go lapologa, reka ka kgololesego” explicates the idiom and adapts it to 

culturally familiar expressions of freedom and relaxation in purchasing. This reflected 

explication and modulation with shifting from a terse command to a more expressive 

and culturally resonant phrase. 

The second phrase, “This bottle makes an angel,” is metaphorical and implies that the 

drink has a euphoric or transformative effect. The Setswana translated version, 

“Botlele e e tladiwa ka lesome la dišeleng” replaces the metaphor with a literal 

economic valuation. This is a clear case of reduction and cultural substitution where 

the figurative meaning is simplified into a concrete concept that resonates with the TL 

audience. The translator used functional equivalence to preserve the idea of the 

bottle’s desirability and semantic shift to align the imagery with Setswana norms. 

The Skopos Theory is evident in the translator’s prioritization of communicative 

purpose. The goal is to make the drama accessible and emotionally resonant for 

Setswana-speaking audiences. Figurative expressions are adapted or replaced to 

ensure that the audience grasps the emotional and thematic intent of the original text 

even if the imagery is transformed. 
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Admittedly, the DTS is reflected in the translator’s adherence to TL norms and 

expectations. The Setswana translated versions show a target-oriented approach 

where cultural familiarity and linguistic acceptability take precedence over literal 

fidelity. The use of Setswana idioms, expressions and valuation systems demonstrates 

how the translator conforms to the TL’s textual and cultural norms. 

 

4.2.3.13. Extract 12 

SL: 

“… I am a soused gurnet. I have misused the King’s press damnably. I have got, in 

exchange of a hundred and fifty soldiers, three hundred and odd pounds. I press me 

none but good householders, yeomen’s sons; inquire me out contracted bachelors, 

such as had been asked twice on the banns; such a commodity of warm slaves—as 

had as lief hear the devil as a drum, such as fear the report of a caliver worse than a 

struck fowl or a hurt wild duck.” (Shakespeare, 1961: 185) 

TL: 

“…. ke tla bo ke le motho yo o se nang maikutlo a gagwe. Ke dirisitse thomo ya Kgosi 

ka botlhaswa. Go kgobokanya batlh. Ga ke dumele go tsaya bape fa e se 

bopharamoseseng, bana ba balemi; ke tlhotlhomisa makolwanyane a a 

baakanyeditseng go nyala, ba dikitsiso tsa abani ba ba lekgolo le masome a matlhano 

ke na le diponto tse di makgolo a mararo manyalo a bone di setseng di boletswe 

gabedi; setlhopha sa batlhanka se, se ka mpang sa utlwa tiabolo go na le moropa; b 

aba tshabang modumo wa tlhobolo bogolo go gaisa koko e e hudilweng kgotsa sehudi 

se se utlwisitsweng botlhoko.” (Seboni, 1952:89-90) 

 

This extract is rich in figurative language, satire and cultural references. The SL uses 

metaphors such as, “soused gurnet” (a pickled fish, implying drunkenness or 

foolishness) and idiomatic expressions like, “misused the King’s press” (abused 

military recruitment). The speaker sarcastically describes how he recruited cowardly 

and unfit men and using vivid imagery like, “fear the report of a caliver worse than a 

struck fowl.” 
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In the TL, the translator rendered  “soused gurnet” as, “motho yo o se nang maikutlo 

a gagwe” (a person without self-control or emotion) which is a functional equivalent 

that conveys the speaker’s self-deprecating tone. The phrase, “misused the King’s 

press damnably” in the Setswana translated version it becomes, “Ke dirisitse thomo 

ya Kgosi ka botlhaswa” which uses semantic shift and explicitness to clarify the abuse 

of royal authority. 

The translator replaced culturally specific references like, “yeomen’s sons” and 

“bachelors asked twice on the banns” with Setswana equivalents such as, “bana ba 

balemi” and “makolwanyane a a baakanyeditseng go nyala,” using cultural substitution 

to maintain relevance. The metaphor, “fear the report of a caliver worse than a struck 

fowl” is adapted to, “ba ba tshabang modumo wa tlhobolo bogolo go gaisa koko e e 

hudilweng kgotsa sehudi se se utlwisitsweng botlhoko,” which retains the imagery 

through modulation and functional equivalence. 

Even here, the Skopos Theory is clearly demonstrated in the translator’s choices. The 

purpose of the translation is to make the drama accessible and culturally resonant for 

Setswana-speaking audiences. The translator has adapted idioms, metaphors and 

cultural references to ensure that the TL audience understands the satire and criticism 

embedded in the original text. The use of familiar social roles and local imagery fulfills 

the communicative intent of the drama. 

The DTS is reflected in the translator’s adherence to TL norms. The translation 

conforms to Setswana linguistic and cultural expectations by using expressions and 

metaphors that are meaningful within the TL context. This shows a target-oriented 

approach where the translator prioritized acceptability and relevance over literal 

fidelity. 

 

4.2.3.14. Extract 13 

SL: 

“Well, and the fire of grace be not quite out of thee, now shalt thou be moved’… For 

though the camomile, the more it is trodden on the faster it grows, yet youth, the 

more it is wasted the sooner it wears.” (Shakespeare, 1961: 123) 
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TL: 

“Mme le fa molelo wa tshwaro o ise o tswe mo go wena, jaanong o tla tshwanelwa 

ke go amega….gonne le fa ebile jaanong bojang jwa motlhwa e a re go gatakwa ka 

dinao e re bogola bo phophome, le fa go ntse jalo bokau, fa go tshwamekwa ka 

bone thata, bo fela fedi-fedi!” (Seboni, 1952: 55) 

 

In this extract, Shakespeare combines spiritual and natural metaphors to convey moral 

and philosophical reflection. The first metaphor, “the fire of grace,” alludes to an 

enduring moral or spiritual force within the individual. The second one is botanical 

metaphor which compares camomile’s resilience under pressure to the effects of 

experience on youth: the more youth is, “wasted” or pressured, the quicker it declines. 

The English version uses layered figurative language by blending natural imagery with 

moral reflection. 

In the Setswana translated version, “molelo wa tshwaro o ise o tswe mo go wena” 

mirrors the “fire of grace” which is a metaphor rendering it in a culturally intelligible 

form that conveys moral or spiritual vigor (“tshwaro” can mean virtue or moral fibre). 

This is an example of literal translation with adaptation of retaining figurative meaning 

while ensuring fluency in Setswana syntax. 

The camomile metaphor is rendered as, “bojang jwa motlhwa”, substituting a 

European plant with one that resonates with the Setswana- speaking audience. This 

is cultural substitution ensuring that the botanical example conveys the same sense 

of resilience under pressure. The explanation “go gatakwa ka dinao e re bogola bo 

phophome” (“the more it is trodden on, the more it grows”) makes the implicit meaning 

of the original metaphor explicit and demonstrating expansion/explicitness. Similarly, 

the translated version,“fa go tshwamekwa ka bone thata, bo fela fedi-fedi” (“if youth is 

heavily constrained, it wears out quickly”) provides modulation by translating the 

abstract notion of wasted youth into a clear proverb-like Setswana statement. 

The translation preserves both moral and poetic functions through functional 

equivalence, ensuring that the philosophical reflection on resilience and growth is 

clearly communicated. Domestication is evident in the rhythm and structure of the 

Setswana phrasing, which aligns with local oral and literary styles while maintaining 

the reflective and instructive tone. 
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It is from a Skopos theory`s perspective that the translator’s primary goal (skopos) is 

to communicate moral insight and poetic resonance to the target audience. Complex 

European botanical and spiritual metaphors are reinterpreted in a culturally familiar 

way fulfilling the communicative purpose of moral and aesthetic effect rather than 

literal word-for-word fidelity. 

it is evident that from the DTS`s perspective the translation reflected target-culture-

oriented norms. The translator privileged acceptability and comprehensibility over 

strict adherence to SL imagery using familiar metaphors, idioms and syntactic 

structures that are culturally and linguistically coherent in Setswana. The text 

exemplifies how translations are shaped by TL expectations and audience 

understanding. 

 

4.3. Conclusion 

This chapter has presented and analysed the translation strategies employed by 

Seboni in rendering Shakespeare’s King Henry IV into the Setswana drama Kgosi 

Henry wa Bone, with particular emphasis on the treatment of cultural and linguistic 

nuances. Through a comparative textual approach guided by the principles of Skopos 

Theory and DTS, the analysis has demonstrated that Seboni’s translation decisions 

are neither arbitrary nor purely linguistic rather, they reflected a deliberate functional 

orientation towards the communicative needs and cultural expectations of the target 

audience. The patterns observed in the selected extracts have revealed the 

translator’s purposeful balancing of fidelity to the source text with cultural 

appropriateness in the target text. 

The findings further showed that the strategies such as, cultural substitution, 

modulation, amplification and idiomatic reformulation were used to enhance the 

accessibility and relatability of the text for a Setswana-speaking audience. In many 

instances, the translator domesticated culturally specific references and figurative 

expressions to ensure that idiomatic expressions, metaphors and social hierarchies 

could be understood within the indigenous socio-cultural framework. At the same time, 

certain foreignizing elements were retained to preserve the historical and literary 



108 
 

identity of the Shakespearean narrative thereby maintaining a connection to the 

original English context. 

Collectively, these strategies highlighted the dynamic interplay between language and 

culture in literary translations. Seboni’s work has demonstrated that translation in the 

African context is not merely a linguistic transformation but a form of cultural mediation 

where meaning must be negotiated across differing worldviews. The analysis 

presented in this chapter therefore underscores how translation can serve as a tool of 

cultural preservation and adaptation ensuring that global literary heritage remains 

meaningful within local languages and contexts. 

The next chapter synthesises these findings and provide a broader theoretical 

discussion on their implications for translation practice, specifically within the domain 

of indigenous African language literature. It also offers recommendations for future 

translators working on culturally rich and complex texts such as Shakespeare’s literary 

works. 
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CHAPTER 5: FINDINGS, CONCLUSION AND RECOMMENDATIONS 

 

5.1. Introduction  

Chapter 4 presented a detailed analysis and discussion of the findings, focusing on 

the cultural and figurative translation strategies employed in the Setswana texts under 

study This chapter presents the key findings, conclusions and recommendations 

drawn from the study. The chapter synthesises the results of the analysis conducted 

in the previous chapter with the aim of addressing the research questions that guided 

the investigation. The chapter begins by summarizing the main findings that emerged 

from the comparative and textual analysis of selected extracts focusing on the 

strategies used to adapt to cultural references, idiomatic expressions and figurative 

language. These findings highlighted the translator’s efforts to achieve functional 

equivalence while preserving cultural authenticity and accessibility for Setswana- 

speaking audiences. The subsequent chapter draws conclusions based on these 

findings and linking them to the theoretical frameworks and research objectives. 

Finally, the chapter offered recommendations for translators, educators and future 

researchers interested in translation studies, particularly within the context of African 

languages and culturally nuanced texts. Overall, this chapter serves as the culmination 

of the study in demonstrating how translation functions as a dynamic intercultural 

process that bridges linguistic and cultural boundaries through strategic adaptation 

and creative mediation. 

 

5.2. Findings on figurative and linguistic nuances 

 

5.2.1. Recreating metaphor and imagery 

One of the most striking features of Seboni’s translation is his creative handling of 

figurative language and imagery. Shakespeare’s King Henry IV abounds with idioms, 

metaphors and poetic images that are deeply rooted in Elizabethan English culture 

and history. In his Setswana translation, Seboni transformed these expressions into 
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equivalent Setswana metaphors that preserve both their emotional charge and 

contextual meaning. 

For example, the famous expression “The game is afoot,” which signifies an eager 

pursuit or the start of action, becomes, “Motshameko o simolotse”. While this 

translation is somewhat literal, it has successfully captured the dynamism of the 

moment and the sense of anticipation even though it sacrifices some of the idiomatic 

richness of the original. This decision has demonstrated the translator’s Skopos-

oriented approach into which clarity and communicative immediacy took precedence 

over retaining the source metaphor’s opacity. Similarly, the title “Earl of Douglas” is 

rendered as, “Kgosi ya Douglas” replacing a British aristocratic rank with the Setswana 

term, Kgosi (chief). This substitution exemplifies cultural domestication which made 

the text more intelligible by anchoring it in familiar social hierarchies and leadership 

structures. 

Through such transformations, Seboni has effectively bridged the gap between foreign 

imagery and local comprehension. His use of modulation in shifting from abstract or 

unfamiliar imagery to contextually meaningful equivalents ensured that Setswana 

readers or listeners perceive both the narrative and its emotive undertones. 

 

5.2.2. Balancing literal and cultural equivalence 

Seboni often blends literal translation with cultural adaptation, achieving a balance 

between accuracy and naturalness. His translations contained Shakespeare’s 

semantic content but reshaped the language to conform to Setswana phonetic rhythm, 

syntax and idiomatic expression. When Shakespeare’s lines explore themes such as, 

courage, deceit or honour, Seboni interpreted these ideas through Setswana moral 

idioms that resonate with the target audience’s worldview. 

This approach has achieved functional equivalence which is a strategy where the 

translator aims at evoking in the target audience the same response as the original 

did in its source audience. Instead of preserving every metaphor in the exact way, 

Seboni preserved its effect. By doing so, the Setswana translated version 

communicated the same emotions, intentions and dramatic energy as in 
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Shakespeare’s text fulfilling both the communicative goal and the sociolinguistic 

expectations of the DTS and of its audience. 

 

5.3. Findings on cultural nuances  

5.3.1. Domesticating English cultural nuances 

 The defining strength of Seboni’s translation lies in his domestication of English 

cultural references. Shakespeare’s play draws heavily from British medieval history, 

social hierarchy and Christian imagery which are concepts largely foreign to a 

Setswana-speaking audience. To ensure accessibility and engagement, Seboni 

replaced these unfamiliar elements with culturally parallel expressions. 

For instance, English aristocratic titles such as, “Lord,” “Knight,” or “Earl” were 

rendered as, Kgosi, Morena or Motshwareledi depending on context. Similarly, idioms 

referring to English foods, social customs or geographical references were replaced 

with Setswana equivalents that carry similar social or emotional weight. Through such 

substitutions, Seboni transformed the foreign context into one that resonates with the 

moral and hierarchical structures familiar to his audience. 

This method aligned closely with the Skopos Theory as the primary purpose of the 

translation was to communicate meaning effectively within the target culture. By 

localising the imagery and cultural markers, Seboni ensured that the Setswana 

translated version functions as a living and performable drama rather than a distant 

historical text. 

 

5.3.2. Preserving philosophical and moral themes 

Despite these adaptations, Seboni remained faithful to Shakespeare’s underlying 

philosophical and moral preoccupations. Central ideas such as, the tension between 

honour and cowardice, leadership and rebellion or morality and ambition, were 

meticulously preserved in the translation. For example, Falstaff’s meditations on the 

emptiness of “honour” were rendered with linguistic simplicity yet profound moral 
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resonance in Setswana using idioms rooted in Setswana proverbs and moral 

reasoning. 

This reflected the Descriptive Translation Studies`s principle that translations must 

conform to the ethical and rhetorical norms of the target culture. Setswana discourse 

which often privileges moral clarity and communal values naturally, complements 

Shakespeare’s didactic undertones. Through semantic translation and metaphorical 

retention, Seboni has succeeded in making Shakespeare’s reflections on human 

character meaningful within the framework of the Setswana moral philosophy. 

 

5.4. Tone and characterisation 

Translating Shakespeare’s humour is one of the most complex aspects of literary 

translation. Seboni stood up to this challenge through a combination of idiomatic 

expansion, modulation and cultural substitution. English wordplay, puns and class-

based jokes were transformed into expressions that reflected Setswana humour 

traditions by often using proverbial sayings (maele) or rhythmic exaggeration 

characteristic of oral storytelling. 

For example, Falstaff’s comical self-praise and cowardly boasts were translated using 

Setswana idioms that maintain his buffoonish charm while ensuring that the Setswana 

– speaking audience can understand and laugh in context. This process demonstrated 

the Skopos-driven focus on audience response where the goal was not to replicate 

Shakespeare’s exact words but to reproduce the effect of laughter, irony and social 

commentary. 

Seboni’s translation is also aligned with the DTS principles as the humour reflected 

Setswana cultural norms where wit often arises from metaphor, irony and rhythm. In 

doing so has made Seboni successful in making the comedy universal yet culturally 

specific bridging a centuries-old cultural divide through shared laughter. 

Equally significant is Seboni’s attention to characterisation and dramatic voice. Each 

of Shakespeare’s characters maintains a distinctive personality and speech pattern in 

the Setswana translated version. Falstaff’s playful verbosity, Prince Hal’s youthful 
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energy and Hotspur’s passionate seriousness are conveyed through tone modulation 

and natural Setswana syntax. 

This retention of character voice demonstrated Seboni’s awareness of dramatic 

function where each line has contributed to characterisation, tension or humour. By 

adjusting sentence rhythm and register, Seboni made each voice credible in Setswana 

while remaining faithful to the dramatic intent of the original. His translation thus 

fulfilled the Skopos’s goal of audience engagement and the DTS requirements for 

cultural naturalness ensuring that the play is performable, expressive and emotionally 

authentic within the Setswana performance tradition. 

 

5.5. Conclusion 

This study investigated the translation strategies employed by Seboni in his Setswana 

translation of William Shakespeare’s King Henry IV, titled Kgosi Henry wa Bone. 

Guided by the frameworks of DTS and Skopos Theory, the study sought to address 

the following research questions: 

a) What specific translation strategies did Seboni employ in translating Kgosi 

Henry wa Bone? 

b) How do the translation strategies used by Seboni reflect cultural and linguistic 

adaptation between English and Setswana? 

c) What impact do the translation strategies used by Seboni have on Setswana 

cultural and language preservation? 

 

Regarding the first query, the results showed that Seboni's translation primarily used 

domestication techniques. Shakespeare's work had to be modified to conform to 

Setswana linguistic conventions, cultural expressions and communication 

approaches. Using Setswana counterparts, Seboni often recreated idiomatic and 

figurative language by including metaphors, similes and cultural allusions while 

maintaining the original's emotional and artistic impact and making it understandable 

to the intended audience. Meaning, tone and dramatic quality were all maintained 
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within a well-known cultural context thanks to his translation, which exhibits a harmony 

between originality and faithfulness (Venuti, 1995). 

Regarding the second question, the study discovered that Seboni's translation 

techniques demonstrated a high degree of linguistic and cultural adaptability between 

Setswana and English. This study has demonstrated that translation involves a cultural 

negotiation as well as a language act (Bassnett, 2014). Through his deliberate use of 

Setswana idioms, oral tale elements and stylistic rhythms typical of indigenous 

storytelling, Seboni's translation exemplified this idea. Seboni used these techniques 

to turn King Henry IV from a clearly Elizabethan work into a Setswana drama with a 

strong cultural foundation maintaining the play's universal themes while placing it in 

an African communication framework. His writings showed how localising foreign 

literature through translation can increase its cultural relevance and interpretive 

potential without sacrificing its creative quality. 

The study concluded that Seboni's translation significantly aids in the preservation of 

Setswana culture and language in response to the third question. Setswana's 

expressive potential as a literary language that can convey intricate intellectual and 

emotional concepts was confirmed by Seboni through domestication. This procedure 

upholds Setswana's place in literary and scholarly discourse and confirmed that 

African languages may function as equal platforms for creative and intellectual 

expression to those spoken throughout the world. Thus, Seboni's translation 

challenges the historical marginalisation of African languages in international literature 

and affirms Setswana's place in the global translation landscape making it both a 

linguistic accomplishment and a decolonial effort. 

In conclusion, Seboni's translation of King Henry IV into Kgosi Henry wa Bone is an 

example of linguistic empowerment and cultural mediation. His method of 

domestication transcends linguistic barriers, maintains cultural authenticity and offers 

as an example of how translation may be transformative in postcolonial settings. 

Seboni showed that translation may serve as a tool for resistance, innovation and 

cultural continuity by transferring worldviews in addition to words when he translated 

Shakespeare into Setswana. 
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5.6. Recommendations 

 

Based on the findings of this study, the following recommendations are made: 

 

5.6.1. Recommendation for translation practice 

When translating between English and African languages, translators should use 

culturally sensitive techniques that put accessibility, resonance and meaning first. 

When employed carefully, domestication can promote a deeper cultural interaction 

between texts and readers, as Seboni's work has demonstrated. While making sure 

the target material flows organically within the audience's linguistic and cultural 

context, translators should strive to maintain the emotional and metaphorical richness 

of the original text. Therefore, theoretical and practical modules that give translators 

linguistic and intercultural competence should be incorporated into translation studies 

training programs. 

 

5.6.2. Recommendations for language and literature 

Translations of classic works like, Kgosi Henry wa Bone should receive more attention 

from scholars of African languages and literature. These books offer insightful 

perspectives on how African translators navigate cultural and linguistic meaning. 

Academic courses that include these translations can encourage critical thinking about 

the connection between translation, identity and cultural heritage as well as an 

appreciation of African language talent. Furthermore, trends of domestication and 

foreignisation in African literary translation may be found through comparative studies 

of translations into other African languages. 
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5.6.3. Recommendations for Setswana language development 

Documenting, publishing and critically analysing Setswana translations of international 

literature is urgently needed. By doing this, the language's scholarly standing will be 

enhanced, its literary corpus will grow and innovative thinking within its linguistic 

bounds will be stimulated. To promote translation projects that highlight Setswana as 

a language of study, creativity and knowledge, universities, publishers, and cultural 

organisations should work together. Initiatives like Seboni's, ought to be supported to 

guarantee that Setswana keeps developing as a forum for thought. 

 

5.6.4. Recommendations for further research 

Future research should look at how audiences react to domesticated versions like 

Kgosi Henry wa Bone, especially in theatrical and instructional settings. Studying the 

reactions of readers and performers would shed light on how translated works are 

used in modern Setswana-speaking communities. Seboni's changing translation 

philosophy and artistic preferences may also be seen by comparing his prior 

translation projects. Additionally, research that compares domestication and 

foreignisation in translations into indigenous languages may help advance larger 

conversations on the decolonisation of translation and the part African translators play 

in rewriting literary histories around the world.  
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