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Abstract 

This work attempts to bring together the descriptive concerns of translation 
studies with the awareness of the multisemiotic nature of the dramatic text. The 
question of the relationship between written text and performance, which is 
central to theatre semiotics and to the most recent debates on drama and theatre 
translation, complements the descriptive approach to the analysis of translated 
texts. By bringing in the dimension of performance as part of the source material 
that is carried over in the exchange of dramatic texts across cultures, this work 
attempts to provide a model for the analysis of dramatic texts which are very 
reliant on performance practices. 
The study thus takes the form of a historical investigation of the translation and 
reception of a semiotically highly complex text: Goldoni's Servitore di due 
padroni. The case studies of four successive translations of II servitore in Britain 
explore the changing theatrical and literary norms to which translators through the 
ages have been bound by the expectations both of their audiences and the 
literary/theatrical establishment. Each chapter is based on the use of archival 
material and introduces a different type of translation: covert translation (Chapter 
Four), philological translation aimed at the acceptance of the text within the 
literary canon (Chapter Five), translation into dialect as a way of reclaiming 
national identity (Chapter Six), and collaborative translation where translator, 
adaptor, director and actor are seen to be contributing to the rewriting of the text 
in translation (Chapter Seven). 

Looking at translation from the perspective of the relationship between text and 
performance makes the study of the translation of drama very relevant to current 
debates in translation studies as a whole. By questioning the completeness and 
authority of the source text and showing how performance traditions, acting styles 
as well as travelling productions affect the translation and reception of dramatic 
texts, the exploration of II servitore in translation challenges any unproblematic 
notions of source text from which to begin the process of translation and offers a 
model for the study of translated drama that allows for the fluidity of the 
correlation of performance and textuality. 



List of Tables 

3.1 Commedia giocosa and commedia romanzesca ...................................... 106 

4.1 Comparison of dramatic personae in Goldoni and Vaughan ................. 135 

4.2 Contrastive plot analysis in Goldoni and Vaughan ................................. 136 

4.3 Examples of Vaughan's bowdlerization of the plot of Il servitore ......... 146 



List of Figures 

1.1 Pavis's model of successive concretizations ............................................. 
43 

2.1 Hierarchical relationship between commedia roles .................................. . 58 

2.2 Maurice Sand's Pantalone ........................................................................ . 59 

2.3 Maurice Sand's 11 Dottor Balanzone ........................................................ . 60 

2.4 Maurice Sand's Brighella .......................................................................... 
62 

2.5 Maurice Sand's Arlecchino ....................................................................... 
64 

2.6 Ferruccio Soleri in Arlecchino, servitore di due padroni .......................... 85 

3.1 Ferruccio Soleri jumping to catch the fly ................................................ 
118 

3.2 Sketch of set design for the 1956 production of Arlecchino ................... 122 

3.3 Posters of Arlecchino performances around the world ........................... 127 

4.1 Thomas Gainsborough's David Garrick ................................................. 
150 

6.1 An example of commedia tableau from Arlecchino ................................ 205 

6.2 Tino Carraro (Pantalone) and Marcello Moretti (Truffaldino) ............... 215 

6.3 An example of commedia tableau from Arlecchino ................................ 215 

7.1 Maurice Sand's Il Dottor Balanzone ....................................................... 
229 

7.2 Ferruccio Soleri (Truffaldino) and Maria Minelli (Smeraldina) ............. 244 

7.3 Michelle Butterly (Smeraldina) and Jason Watkins (Truffaldino).......... 244 

7.4 Colour photograph of the set (Street) ...................................................... 
246 

7.5 Colour photograph of the set (Brighella's Inn) ....................................... 
246 

7.6 Colour photograph of the set (Inside of Brighella's Inn) ........................ 246 

7.7 Aryon Bakare (Florindo) and Jason Watkins (Truffaldino) .................... 249 



Introduction 

The translation of theatre and drama can be looked at and analysed from a variety 

of different angles and perspectives. One can focus on the literary value of the text 

and view the translation of a particular text or author in a foreign language as an 

indicator of how they were received in the foreign country (Arend-Schwarz), or 

from a different standpoint, decide to focus on the nature of the theatrical sign and 

to investigate the dramatic text and its performance from the perspective of the 

translation process (Pavis Theatre at the Crossroads of Culture). 

This thesis examines the translation of a dramatic text, Goldoni's Servitore 

di due padroni, which is very reliant on the codified performance of commedia 

dell'arte. In doing so, it attempts to bring together the descriptive concerns of 

translation studies with the awareness of the multisemiotic nature of the dramatic 

text and the implications of such awareness to the analysis of translated drama. 

The question of the relationship between written text and performance, which is 

central to theatre semiotics and to the most recent debates on drama and theatre 

translation, complements the descriptive approach to the analysis of translated 

texts. 

Although much of the current discussion of theatre translation revolves 

around the question of `performability' and the relationship between text and 



performance, ̀ the actual comparative analysis of source and translated play very 

rarely ventures into an exploration of the ways in which the play, once translated, 

is acted and produced and how the process of rehearsal, staging and mise en scene 

extends, alters or readjusts the linguistic, performance and cultural signs. This 

type of study is not new: it has been carried out for decades in the field of theatre 

and performance studies, as in many drama departments, where the interest in 

communication across cultures through the exchange of theatrical and dramatic 

practices is becoming increasingly popular and collections gathering the view of 

practitioners and translators are on the rise (Johnston Stages of Translation; 

Upton; Jaenis). However, from within translation studies, the number of works 

that specifically focus on the close analysis of translated texts in performance is 

very limited? Translation scholars have looked at the practice of theatre 

translation (Aaltonen Time-sharing on Stage), at ways of developing a theory of 

translation and performance (Bassnett "The Problems of Translating"; Bassnett 

"Translating for the Theatre"; Bassnett "Still Trapped in the Labyrinth"; Littau) 

as well as at collaborative modes involved in such practice (Perteghella) and at the 

reception of foreign plays in translation (Heylen; Anderman Europe on Stage; 

Taviano). Yet, a systematic comparison of plays in translation from the point of 

view of their semiotic make up and their relationship with codified performance 

has not, to my knowledge, been the subject of any substantial research in 

At the time of writing, and in conjunction with other researchers in drama translation based in the 
UK, I am organizing an international conference on staging translated plays. The conference to be 
held at the University of East Anglia Norwich is aimed at exploring the links between translated 
texts and performance and intends to open up a discussion between translation and theatre scholars 
and practitioners on the possibility (or impossibility) of defining the relationship between 
translated text and performance: http: //www. uea. ac. uk/Ilt/news events/stagingtranslated plays/ 
welcome. html. 
2I am very grateful to Roger Baines and Sirkku Aaltonen for providing me with copies of their 
forthcoming articles on translated plays in performance (Aaltonen "ECCE Homo - Reactualized"; 
Baines). 
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translation studies. 

The central argument of this study is that the relationship between written 

text and performance in dramatic texts that develop from a codified mode of 

performance significantly affects the way in which these texts will be read, 

translated and ultimately received in another culture. The net separation of 

translation activities and the role of the translator from the exchange of 

performance practices across cultures has penalized these hybrid texts, which have 

historically been judged lacking as pieces of drama and thus have been in turn 

manipulated, acculturated or heavily neutralized. 

The study takes the form of a historical investigation of the translation and 

reception of one of these semiotically complex texts: Goldoni's Il servitore di due 

padroni. The case studies of four historically significant translations of Il servitore 

in Britain explore the changing theatrical and literary norms to which translators 

through the ages have been bound by the expectations both of their audiences and 

the literary/theatrical establishment. Each chapter is based on the use of archival 

material and introduces a different type of translation: covert translation (Chapter 

Four), philological translation aimed at the acceptance of the text within the 

literary canon (Chapter Five), translation into dialect as a way of reclaiming 

national identity (Chapter Six), and collaborative translation where translator, 

writer, director, actor and audience are seen to be contributing to the rewriting of 

the text in the rehearsal room (Chapter Seven). 

In suggesting a descriptive model for the study of the translation and 

reception of commedia dell'arte-based texts, I also question the fixity of the 

notion of authorship and original in theatre translation. The categories of author 
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and source text become complicated in the case of hybrid texts such as Il 

servitore. The reliance of commedia theatre on pre-existing stock characters and 

themes, reworked and varied through improvised performance, and the close 

collaborative relationship between theatre writers and actors in eighteenth-century 

Italy make Il servitore a very incomplete written text and thus greatly complicate 

the transfer of meaning between source and target culture. Moreover, in the case 

of Il servitore, the question of authority is further complicated by the development 

in the twentieth century of a production of the play by director Giorgio Strehler 

which became an authoritative version of the performance. The authority of 

Strehler's performance allows me to explore the impact that travelling productions 

of plays in the original language have on translation and reception. 

The methodological tools used in the analysis of the source text and its 

translations are borrowed from translation and reception studies as well as 

performance theory and theatre semiotics. Drawing on different theoretical 

approaches enabled me to look critically at established methods of translation 

analysis and to explore the process of translation beyond the playtext. Combining 

the analysis of language, dramatic construction, reception and mise en scene, I 

consider how cross-cultural communication occurs in the liminal space between 

textual and performance signs and offer a model for the study of translated drama 

that allows for the fluidity of the correlation of performance and textuality. 

One of the limitations of this study is a consequence of the choice of an 

interdisciplinary approach. For reasons of space and tightness of argument, some 

of the analytical tools employed - for instance, contrastive plot analysis (Chapter 

Four) and the comparison of deictic markers (Chapter Six) - have not been subject 
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to critical discussion and have been used instrumentally. Another limitation of this 

work is linked to the question of the validity of generalizing from specific case 

studies. Even typical examples of a performance-based text such as Ii servitore 

present a complexity of codes and possible interpretations which make it 

impossible to establish fixed rules and conventions. The suggestions I make with 

regard to the description and the analysis of texts that rely on improvisation, 

dialect, stock characters and codified gestures are just that, suggestions, and they 

do not claim to be applicable to all texts that rely on codified performance nor 

indeed to all commedia dell'arte-based texts. 

Another methodological decision of this study is that of not engaging in 

the fraught and never-ending terminological debate over the distinction between 

translation, adaptation and version and, in the thesis, I use all three terms not 

interchangeably but somewhat loosely' My interest lies in translation as a 

movement of textual and theatrical codes across cultures, and with Patrice Pavis, I 

see the phenomenon of translation as a process of communication rather than as a 

more or less faithful representation of an original text (Theatre at the Crossroads 

of Culture 139). 

In Chapter One, I review the literature that has underpinned my approach. 

In surveying different positions in descriptive translation studies I pay particular 

attention to the cultural-studies oriented branch of the discipline which, reviewed 

and revised in the light of recent poststructural and postcolonial debates, informs 

both the theoretical ethos and the analytical approach of this work. This position is 

then linked to the other strand of the thesis, the one concerned with the problems 

3 For an overview of the terminological debate, see Espasa. 
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that are peculiar to the particular genre of the dramatic text and its theatrical 

representation. 

Unlike some studies of translation and reception (Heylen), I strongly 

believe in the need to follow the complete journey of the play as much as possible 

from the moment of conception of the source text to the moment of reception of 

the target text. This is why I dedicate two chapters to the contextualization and 

analysis of II servitore di due padroni (Chapters Two and Three). With Janet 

Wolf, I believe that artistic production is socially formed and thus `mediated by 

literal and cultural conventions of style, language, genre and aesthetic vocabulary' 

(Wolff 65). An implication of this view is that in reading cultural products of both 

source and target culture, we need to understand their logic of construction and 

the particular aesthetic codes involved in their formation. 

The first of the case studies, Chapter Four, investigates the schism 

between literary and theatrical values in eighteenth-century England and considers 

how different concepts of authorship and performance authority can inform 

translation practices and the reception of foreign texts. My exploration of the 

manipulating practices at work in the translation of plays for performance in this 

period allows me to critique the way in which translation history has traditionally 

selected and defined translations and make a case for a looser definition of the 

category of translation which would encourage researchers to look historically at 

the practice of translation for performance. 

In Chapter Five, I explore how translators can place their own work in an 

authoritative position by adopting the dominant interpretations and views of the 

foreign author, thus influencing future readings of the text. By positioning his 
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translation within the system of refractions of contemporary criticism, Edward J. 

Dent, in his philologically accurate translation in the 1920s, guaranteed the 

acceptance within the literary system of a text that had for over a century been 

appropriated by theatrical performance. I also examine the consequences of such a 

literary approach on the dimension of performance of II servitore. 

One of the elements of performance that I am keen to suggest for inclusion 

in the study of translated drama is the impact of travelling production of foreign 

plays. In Chapter Six, I look at the reception of Strehler's production of Il 

servitore in Britain and use Strehler's performance text as a point of comparison 

in the analysis of the translation produced for the opening of the Royal Lyceum 

Theatre in Edinburgh. This particular translation was done into Scots and this 

allows me to focus specifically on the issue of the translation of dialect and the 

expressive and ideological implications that it entails. 

In my final case study, Chapter Seven, I bring the analysis of translated 

drama full circle by exploring the way in which a translated text is altered, 

expanded and redirected through the mise en scene. By piecing together records of 

the staging and of the choices made in the rehearsal room, I explore how, in the 

transfer from source conception to target reception of a theatre piece, the 

linguistic, theatrical and cultural codes of the source culture undergo a process of 

constant interpretation, negotiation and re-creation whereby the theatre makers 

traverse the space between source and target and adopt strategies to bring about 

cross-cultural communication. 
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1 Translation as Rewriting and the Complex Case 
of Theatre Texts 

Translation has traditionally been seen as a secondary activity with low academic 

status. Robert Frost's famous remark that `poetry is what gets lost in translation' 

encapsulates the commonly held view whereby the very existence of translation is 

predicated on a derivative relationship to an original text and thus all translations 

are in one way or another destined to fall short of a comparison with that original. 

The negative value that for centuries has been attached to translated texts 

and to translation is entrenched in the literary tradition of the West. From the 

Ciceronian distinction between `word for word' and `sense for sense' translation, 

through the problems of fidelity, spirit and truth in Bible translation, up to the 

concept of equivalence, the main concern of translation practitioners and scholars 

alike was invariably related to the relationship between source and target text. 

This may be partly explained if we consider that for over a thousand years the 

Western tradition of translation was predominantly concerned with the practice of 

Bible translation and with the production of vernacular versions of the Greek and 

Latin classics (Delisle and Woodsworth). The peculiarity and restrictedness of the 

subjects generated a monolithic idea of translation that advocated the centrality of 

the text, as either `autoritas' or as ̀ the word of God'. As a result, unlike in China, 

where the concept of translation developed from oral interpreting for trading 

purposes (Lefevere "Chinese and Western Thinking on Translation" 15), the 
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Western world inherited a concept of translation that was heavily biased towards 

`form' rather than `message', and that regarded translation as a `necessary evil', a 

`vulgarization' and lessening of the `original' message. 

Such an assumption was based on the ideal of translation as `complete 

equivalence' and on normative principles of `translatability'. While these 

principles are suitable and applicable to the study of machine translation and the 

development of translation technology, they are very limiting as analytical tools 

for the study of literary translation. It was not until the development of translation 

studies as an academic discipline that the study of the phenomenon of translation 

shifted from a prescriptive to a descriptive approach which incorporated the study 

of the conditions under which translations are produced so that they may function 

in the receiving culture. 

1.1 The study of translation as a descriptive discipline 

Like many other newly-born subjects, at the moment of its foundation translation 

studies was characterised by a terminological confusion. ' But what is interesting 

about the translation studies experience is that, ironically, this confusion seems to 

have partly originated from a problem of equivalence. The study of translation had 

trouble finding a name because of the lack of an `adequate' translation. 

When in the early 1970s scholars interested in translation from both 

applied linguistics and comparative literature were searching for an internationally 

1 Roger Goten, in his 1971 contribution to META, addresses this very problem: `DerniPre-nee des 
sciences du langage, cette discipline cherche encore, c'est evident, son nom, ses axioms et ses 
methods. Le probleme de la denomination reste dvidentemment lid ä celui de la delimitation de la 
notion. ' (58). 
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viable denomination for the discipline, ' a suitable solution in the English language 

seemed to escape them. Eugene Nida's Science of Translation was too closely 

related to a one-school approach and to the specific problems of Bible translation. 

`Translation Theory' and `Theory of Translation', terms commonly used in the 

1960s, were too restrictive as they did not include the practical and applied 

aspects of translation and translating. And while Traductologie (Translatology) 

and Ubersetzungwissenschaft (Translation Science) seem to work for the French 

and German experiences, when moved to the English-speaking context they failed 

to provide a suitable solution that would account for all the different aspects of 

translation research. Ubersetzungwissenschaft, in particular, had been establishing 

itself along the model of Sprachwissenschaft (Linguistics) and Literature- 

wissenschaft (Literary Studies) and by the late 1970s had acquired, in the German- 

speaking world, the status of a fully-fledged, though emerging, discipline. 

However, what in German was ideally and unproblematically a Wissenschaft, in 

English sat very uncomfortably as a `science', as James S. Holmes observed: 

The problem is not that the discipline is not a Wissenschaft, but that not 

all Wissenschaften can properly be called science. (Translated! 70) 

One of the reasons behind the inapplicability of the term `science' to the study of 

translation is that both the phenomenon and the concept of translation touch upon 

a number of different fields, many of which are non-scientific: alongside 

linguistics and language engineering, for example, there were philosophy and 

literature. In order to establish itself as an independent field, which would be 

2 Discussions on `the name and nature' of translation as a discipline were carried out, among other 
events, at the Third International Conference of Applied Linguistics (Copenhagen, 1972) where 
James Holmes presented for the first time his paper `The Name and Nature of Translation Studies'. 
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separate from linguistics, ' the study of translation had to move away from the 

limiting perspective of linguistic equivalence and broaden its scope to 

accommodate insights from different disciplines. The most suitable name for such 

a diverse array of approaches was simply `Translation Studies', on the lines of 

`European Studies' and `Cultural Studies'. According to Holmes's definition, in 

what is commonly viewed as the founding statement for the field, translation 

studies should be understood as: 

A collective and inclusive designation for all research activities taking 

the phenomena of translating and translation as their basis or focus. ̀ 

("The Name and Nature" 71) 

If we look in more detail at the main divisions in Holmes's map of Translation 

Studies, we find that the discipline has two branches: `pure' and `applied'. While 

Applied Translation Studies is concerned with practical applications (translation 

training, aids, policy and criticism), Pure Translation Studies has two main areas 

of concern, one theoretical and one descriptive. These areas - according to Gideon 

Toury, who later amended and updated Holmes's map - are characterised by a 

dialectal relationship whereby translation theory utilises the findings of 

descriptive translation studies to explain and predict the phenomena of translating 

(Toury Descriptive Translation Studies 16). 

Despite Holmes and Toury's systematic and neat classifications, 

Descriptive Translation Studies is far from a coherent school of thought (Hermans 

3 Early translation studies theorists, such as J. C. Catford, were against the separation of translation 
from linguistics because they viewed translation simply as one of the fields of application of 
linguistics (Venuti, The Translation Studies Reader 123). 
4 Holmes's definition of the scope of Translation Studies was later modified by Gideon Toury. For 
Toury, Translation Studies deals with three main issues: (1) `all that translation can in principle 
involve', (2) `what it does involve, under various sets of circumstances, along with the reasons for 
that involvement', and (3) `what it is likely to involve, under one or another array of specified 
conditions' (Descriptive Translation Studies 15). 
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9); it is the name of an approach based on a few general principles and 

assumptions. In the most recent version of the Holmes-Toury map, descriptive 

translation studies branches out into three parts, according to the subject under 

examination: product-oriented translation (which looks at the translated text(s)), 

function-oriented translation (which focuses on the text within its socio-historical 

context) and process-oriented translation (which is concerned with the psychology 

of the translator). ' 

Over the years, the majority of the research carried out in descriptive 

translation studies has fallen into the first two categories: product- and function- 

oriented. But while, in the Holmes-Toury map, the comparative analysis of source 

and target text (product-oriented) and the study of the relationship between the 

translated text and its context (function-oriented) were seen as separate, in the 

cultural-studies development of the discipline, as we shall see in the following 

sections, the boundaries between product- and function-orientedness begin to fade 

away in favour of a more fluid and integrated approach. 

While the analysis of my four case studies in Chapters 4-7 is undoubtedly 

product-oriented, as it is based on the mapping of translations onto their source 

texts as units of immediate comparison (Toury Descriptive Translation Studies 

38), the historical perspective taken, which borrows methodologically from 

reception studies, guarantees that the translated text is always located within its 

socio-cultural and theatrical milieu. 

5 The most recent discussion of the Holmes and Toury map can be found in Munday pp. 10-14. 
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1.2 Translation within its socio-historical context 

Numerous examples throughout history have demonstrated that translation has 

often functioned as an incentive to literary development. Be it the introduction of 

new genres, such as the Petrarchan sonnet in Tudor England, or the embracing of 

a whole set of philosophical, political and scientific knowledge, as in the large 

cultural projects of the Baghdad School or the School of Toledo, translators have 

constantly contributed to stimulate and enrich their own culture with the 

introduction of foreign values 6 In George Steiner's view, the otherness and 

alterity of the foreign language and culture compel us to look at ourselves from 

the outside, from a different perspective and `re-experience identity': 

To experience difference, to feel the characteristic resistance and 

materiality of that which differs is to re-experience identity. One's own 

space is mapped by what lies outside, it derives coherence, tactile 

configuration, from the pressure of the external. (Steiner 381) 

Through translation, then, translators and, with them, their own culture have a 

chance to experience `the other' and thus to be made aware of the relativity and 

limitation of their own worldview; the former through the triadic movement of 

`interpretation, analysis and restructuring' (Bassnett Translation Studies 23) and 

the latter through the exposure to an alternative Weltanschauung. From this 

perspective, the process of translation assumes a sociological as well as a 

hermeneutic significance. The translator is responsible for `conveying the 

otherness of the original' (Steiner 413). 

Along with his duty towards the source language and culture, the translator 

also plays an integral part in the value system of his native culture. As part of his 

6 An excellent source for examples of translation as an incentive to literary development is Delisle 
and Woodsworth. 
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society, each choice the translator operates when translating is going to be 

influenced and affected by the expectations of the recipients. Like all types of 

cultural production, translation is determined by what Jameson calls the `master 

code' (10), the dominant ideology of a specific culture at a specific moment in 

time. From this perspective, translation becomes not only a site of mediation and 

introduction of foreign values but also and more importantly an exercise in 

adjusting and refashioning the source text to bring it into line with the model and 

the correctness notion of the ideology specific to the receiving culture. 

This ideology, Itamar Even-Zohar argues with regard to translation, is not 

fixed and unchangeable but mutable and historically constructed and thus subject 

to diachronic transformations. Borrowing from the Russian formalists' the idea of 

literature as a dynamic and hierarchical system where different genres and poetics 

alternate in primary and secondary positions in the canon, Even-Zohar maintains 

that translation too operates as a system, and he strongly emphasises the vital 

importance of the inclusion of translated literature in the literary polysystem. 

It is necessary to include translated literature in the polysystem. This is 

rarely done, but no observer of the history of any literature can avoid 

recognising as an important fact the impact of translations and their role 
in the synchronicity and diachronicity of a certain literature. ("Poly- 

system Theory" 15) 

The systemic character of translation, he argues, is evident in the prescriptive way 

that the target language selects works for translation and in the influence that other 

systems (the cultural, literary, historical and social) exercise on translation norms, 

7 For instance, in "Polysystem Theory" Even-Zohar's discusses the idea of the de-canonization - 
whereby literary texts which have been at the centre of the literary system exhaust their function 
and lose their position. This is a clear descendant of Victor Shklovsky's `ostranie' or 'de- 
automatization' (18). For a detailed study into the formalist origins of Even-Zohar's theory, see 
Gentzler's Contemporary Translation Theories pp. 110-14. 
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behaviours and policies. The relationship and interaction of the different systems 

constitute what Even-Zohar terms a `polysystem'. Within the polysystem, not 

only translated works but the role of translation itself is subject to a `dynamic 

process of evolution' (Even-Zohar "Polysystem Theory" 295) and can therefore 

occupy different positions. 

If translation occupies a primary position, which for Even-Zohar indicates 

that it will `actively participate in shaping the centre of the polysystem' ("The 

Position of Translated Literature" 193), it is likely to have a radical function and 

to concur with major events of literary history - as in the case of the thriving 

production of translation of the Greek and Latin classics into the Italian 

vernaculars that paved the way to Humanism and ultimately the European 

Renaissance (Folena Volgarizzare e Tradurre 49). 

According to polysystem theory, translation occupies the primary position 

in the polysystem in three situations: when a literature is young, when a literature 

is `peripheral' or `weak', or when there is a vacuum in the literature of a country 

or such literature is experiencing a `crisis' (Even-Zohar "The Position of 

Translated Literature" 196). In the first instance, translation seems to fulfil the 

need of the newly born literature to use its new `language', thus promoting its 

national identity, for as many different genres as possible. In the second case, 

translated texts substitute canonical texts which have become too conservative in 

inspiring new generations of writers. In the third instance, through translation and 

translated texts a weaker literature, often of a smaller nation, imports texts from a 

stronger literature. This will introduce innovative genres to the system and will be 

of inspiration to the creative writing of the weaker literature. We will see in 
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Chapter Six how translations into Scots such as Carin's Servant o' Twa Maisters 

produced for the Royal Lyceum Company in Edinburgh provided a vehicle for the 

establishment of a new Scottish theatrical tradition and encouraged the develop- 

ment of original dramatic literature in Scots. 

As Susan Bassnett noted in her work on translation and power ("The Meek 

or the Mighty" 13), the introduction of historiography to the study of translated 

texts brought about by polysystems changed the nature of translation analysis. 

Through the polysystem approach, `translations could be documented as having 

been at various moments subversive, innovatory and radical' (Bassnett "The Meek 

or the Mighty" 13). This approach allowed translation to be viewed explicitly in 

relation to social, historical and cultural forces rather than from the restrictive and 

often taxing perspective of pure `linguistic' equivalence. 

However, despite having freed the study of translation from the boundaries 

of an abstract scientific/linguistic approach, the very systemic nature of Even- 

Zohar's theory constitutes its major limitation. Rather like a Hegelian triadic 

dialectic development of thought, polysystem theory functions smoothly as long 

as its data correspond to and can be identified with the categories of the system. 

But, as Edwin Gentzler pointed out, as soon as the systems do not conform to the 

rules of the polysystem, they are considered `defective' and discarded as partial 

models that need to be filled to achieve completeness! 

8 Gentzler in fact maintains that: `The implicit subtext to Even-Zohar's theory calls to mind 
Platonic forms and classical aesthetics, by smoothing out contradictions and eliminating that which 
does not fit. (... ) Contradictions in reality and problems of literary creation are `solved' by his 
methodology; variations are regulated, and texts are viewed as more or less innovative, and 
classified accordingly' (Contemporary Translation Theories 123). 
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1.3 Translation as rewriting and manipulation 

Along the lines of the systemic approach is Andre Lefevere's work on 

manipulation, and his and Bassnett's cultural approach to the study of translation. 

Lefevere's early view of the study of translated texts was based on the idea that all 

literary texts, whether translations or originals, are understood by their recipients 

not as integral wholes, but as refractions: 

A writer's work gains exposure and achieves influence mainly through 

`misunderstandings and misconceptions', or, to use a more neutral term, 

refractions. Writers and their work are always understood and conceived 

against a certain background or, if you will, are refracted through a 

certain spectrum, just as their work itself can refract previous work 

through a certain spectrum. (Lefevere "Mother Courage's Cucumbers" 

234) 

In a similar way to light, which the human eye perceives only partially as 

refraction in the form of colour, so our understanding of a writer's work is 

constructed through the piecing together of the refracted and partial experiences 

which through anthologies, secondary literature and translation we have had of 

that particular author. And while the formalist's pursuit was concerned with the 

object itself, with finding the key features that made it literature, the systemic 

approach and Lefevere's extension of it wanted to explore not the text itself, but 

the refractions of that text, body of texts and author on the literary context and its 

recipients. In Chapter Five, we will explore how Edward J. Dent positions his 

translation of II servitore well within the boundaries of the contemporary views of 

Goldoni's drama in Britain in order to produce for the first time an authoritative 

version of the play. I will also show how, by positioning his translation within the 

system of refractions of contemporary criticism, the translator managed to secure 
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the acceptance within the literary system of a text that had for over a century been 

appropriated by theatre writers. 

In his later investigation of the exchange of literary texts, Lefevere goes 

further to suggest that the introduction of foreign literature into the receiving 

literary system is characterised by a process of `rewriting and manipulation' 

(Translation, Rewriting 2). Anthologization, historiography, criticism, editing and 

translation are seen by Lefevere as activities that promote the interpretation, re- 

elaboration and presentation of foreign literary works and authors and it is through 

these activities that foreign literature is rewritten for the consumption of the 

receiving culture. The direction of this process of rewriting, Lefevere continues, is 

governed and determined by a series of control factors: by the professionals 

within the literary system (teachers, critics and translators), by a system of 

economic and ideological patronage exercised by groups or individuals outside 

the literary system (from academic journals to the media), and finally, by the 

dominant poetics which provides criteria for the understanding of the role of 

literature and for the validity of literary devices (Translation, Rewriting 19). 

Because of the radical changes they need to undergo to meet the linguistic and 

cultural requirements of the target system, translated texts are `the most obviously 

recognisable form of rewriting' (Translation, Rewriting 9). The predominantly 

monolingual nature of the target audience requires the translators to make both 

linguistic and cultural adjustments to a text which will effectively be read, 

evaluated and reviewed as a piece of target literature. Through the comparative 

analysis of translated texts and original, it is then possible to identify specific 

translation choices that suggest the existence of strategies that go beyond the re- 
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encoding of the messages of the original, to reveal ideological, poetological and 

aesthetic agendas. In Chapter Four we will see how eighteenth-century translators 

of dramatic texts for performance, influenced by the notions of originality and 

creative genius and pressured by the increasing commercialization of theatre 

products, turned to the practice of covert translation, passing a translation off as 

their own work; and in doing so, they adopted a whole set of manipulating 

practices to disguise the text as their own while at the same time bowdlerising it 

of all the references that were deemed to be morally unsound or unsuitable for 

British audiences. 

One of the key notions of the cultural approach, which Lefevere intro- 

duced but due to his sad and untimely death did not have the chance to explore 

fully, is the concept of `textual grids' (Bassnett and Lefevere "Where are we in 

Translation Studies? " 5), which he borrowed from the work of the cultural theorist 

Pierre Bourdieu. A textual grid is a collection of genres and literary forms that are 

recognised by a certain culture as pertaining to that culture. The translator and the 

translation theorist have to be acquainted with these grids to be able to satisfy and 

recognise respectively the patterns of expectations that they cause in the target- or 

source-language audience (Bassnett and Lefevere "Where are we in Translation 

Studies? " 5). In one of his last contributions to translation studies, in Constructing 

Cultures (edited by Susan Bassnett and published posthumously in 1998), 

Lefevere provides a striking example of the need for a cultural approach to under- 

standing the phenomenon of translation. After applying the concept of textual 

grids to the analysis of epic forms in Finland in the nineteenth century, Lefevere 

unveils how the Finnish epic tradition was constructed consciously by a series of 
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Finnish critics and translators to align it to the textual grid of world literature. The 

translators of the Kalevala, in Lefevere's words, were `concerned less with 

fidelity to sources than with the validation of a national culture' ("Where are we 

in Translation Studies? " 5). The translation strategy employed here, then, had 

little to do with issues of faithfulness to the original or ability to convey the 

`correct' meaning of the source text in the target language but was, rather, 

primarily concerned with `the submission to textual and conceptual grids' 

(Lefevere "The Gates of Analogy: The Kalevala in English" 88). An analysis of 

the translations of the Kalevala that did not explore the impact of the world- 

literature grid on the translators' choices would have produced an inaccurate and 

misleading result. In the same way, an analysis of Vaughan's translation of II 

servitore in Chapter Four that did not delve into notions of originality and of the 

dominance of the figure of the actor in the late eighteenth-century, as well as the 

practice of unacknowledged borrowing of French and Italian plays, would have 

produced an inaccurate and flawed reading of the translation. 

A further element introduced by Bassnett to illustrate the fallacy of the 

prescriptive notions of the `correctness' of translation is the concept of `collusion' 

("When is a Translation" 26). Along with 'textual grids', the concept of 

`collusion' entails a sort of conniving agreement between the reader and the 

translated text. The reader has a certain number of conscious and subconscious 

expectations of a translation which he requires to be met in order to trust the text 

as a valid translation ("When is a Translation" 27). Bassnett applies this concept 

to pseudo-translations, 9 or texts that claim falsely to be translations. After 

9 The concept of pseudo-translation was originally developed by Gideon Toury in an essay in 
Comparative Criticism. 
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analysing a variety of examples through the notion of collusion, Bassnett puts 

forward a view which, in many respects, is similar to Lefevere's observations on 

`textual grids'. Again the traditional approach to translation, which saw as its 

primary interest that of representing a foreign text, is turned on its head since, 

when the readers as members of a certain culture `collude' with the translated text, 

not recognising it as a false translation, the notion of translation itself assumes a 

much more blurred and indeterminable value ("When is a Translation" 39). We 

will see in Chapter Seven how a form of complicity is at work in the translation 

and refashioning of the dramatic text for contemporary audiences. In his version 

of Il servitore for the RSC, Lee Hall operates a series of changes to the frame of 

the text to bring it in line with current discourses of popular culture and to 

foreground stereotypical elements of Italianness for the sake of comedy. 

As we can see from Lefevere and Bassnett's contributions, translation, 

from a cultural-studies perspective, no longer entirely fits into the strict historical 

terms of belonging to a weak or strong literature or occupying a primary or 

secondary position in the polysystem. There are other aspects to the production of 

translated texts towards which translation studies turned its attention. As Bassnett 

and Lefevere suggest: 

Translation as all rewriting is never innocent. There is always a context 

in which the translation takes place, always a history from which a text 

emerges and into which a text is transposed. (Translation, History and 

Culture 11) 

Translation, then, from a cultural studies perspective, has become the ideal site of 

research of power relationships between different cultures in that behind the 
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selections that translators operate on the text can be identified the ideology of their 

own culture. " 

1.4 Translation and deconstruction 

Along these lines, the study of translation has tended to move, in recent years, 

towards an exploration of its implications within a postmodern context, and the 

notion of translation itself has undergone a process of deconstruction and re- 

evaluation (Gentzler Contemporary Translation Theories 145). 

For a discipline that had developed theoretically with structuralism and 

methodologically through close text analysis, the arrival on the scene of post- 

structuralist ideas that suggested the death of the author and the randomness of the 

text was a shock that undermined the very basis of translation as a discipline. 

Jacques Derrida's famous statement about the lack of meaning of the text sounds 

like the final blow struck to all acts of interpretations: 

[Reading] cannot legitimately transgress the text towards something 

other than it (... ) or towards a signified outside the text whose content 

could take place, could have taken place, outside of language, that is to 

say, in the sense that we give here to that word, outside of writing in 

general. (... ) There is nothing outside the text. (Derrida Of Grammatol- 

ogy 158) 

In a world with no author and nothing outside the text, the entire foundation of 

exegesis and of the very act of translation - based as it is on deciphering a text for 

a specific audience - seems to become futile. Deconstruction challenges the 

10 Bassnett also commented on the relationship between translation and power structures when she 
said: `The study and practice of translation is inevitably an exploration of power relationships 
within textual practice that reflect power structures within the wider cultural context' (`"The Meek 
or the Mighty" 13). 
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foundation of scientific methodology claiming that there is no such thing as a 

hierarchical system. From a deconstructive perspective, a theory like polysystems, 

where texts are positioned, analysed and evaluated according to a point of 

reference -a set of values established by the centre of the polysystem - is a red 

herring. For deconstructionists we live in a de-centred universe where the only 

way forward for criticism is to constantly question and re-define the centre, the 

established thought. 

Deconstruction's denial of the existence of a kernel of meaning within the 

text, transferable from culture to culture, does seem to negate the possibility of 

translation itself. However, since the aim of deconstruction is not one of 

`destruction' but of criticism and redefinition, Derrida outlines an alternative 

methodology for interpretation, which holds for translation theory too. According 

to Derrida a deconstructive reading must: 

Aim at a certain relationship, unperceived by the writer, between what he 

commands and what he does not command of the patterns of language 

that he uses (... ) It attempts to make the not-seen accessible to sight. 

(Derrida Of Grammatology 158) 

In other words, a deconstructive reading of a text attempts to uncover `the 

unconscious' dimension of the text, all the elements that the text glosses over and 

obscures from view (Derrida "Structure, Sign and Play" 177-79). For Derrida, the 

unconscious dimension of the text, exactly because it is decentred and possesses 

no decipherable kernel of meaning, allows the text to be read as saying something 

quite different from what, on the surface, it appears to be saying. In a 

deconstructive reading the text often `betrays itself' n that it searches for a 
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plurality of readings which are often contradictory and subversive (Gentzler 

Contemporary Translation Theories 147). 

My interest in analysing text in translation leads me to reject Derrida's 

extreme position as a methodological premise for translation research, as I intend 

to explore cross-cultural communication by looking at translation practices and 

exchanges of texts. However, since I look at text from the perspective of its 

relationship with performance traditions, I find the notion of the relativity of 

interpretation a very useful one, and with Roland Barthes I believe that: 

To interpret a text is not to give it a (more or less justified, more or less 

free) meaning, but on the contrary to appreciate what plural constitutes it. 

(Barthes S/Z 5) 

The legitimization of a plurality of readings makes the idea of authorship 

problematic, especially in the context of translation of texts that rely on perform- 

ance. Goldoni is no more an author of II servitore than Antonio Sacchi, the actor 

who commissioned the scenario and performed it as Truffaldino. As we shall see 

in Chapter Three, the text of Il servitore is complicated by the relationship 

between these distinct creative forces and its interpretation and translation have 

been influenced by the hybrid nature of the play. Thus, if we are to take on board 

the complexity of the textual, socio-political and historical contexts in which 

translation has taken place, absolute ideas of authorship and originality are no 

longer adequate and new ideas of authorship are needed, as Michel Foucault 

maintains: 

Nevertheless, these aspects of an individual, which we designate as an 

author (or which comprise an individual as an author), are projections, in 

terms always more or less psychological, of our way of handling texts: in 

the comparisons we make, the traits we extract as pertinent, the continu- 
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ities we assign, or the exclusions we practice. In addition, all these 

operations vary according to the period and the form of discourse 

concerned. (Foucault 124-25) 

Authors then are no longer the sole repository of the meaning of the text but they 

become ̀ projections of our way of handling text'. And it is these textual practices 

at the level of creation of a text that we need to explore alongside those involved 

in the translation. 

A consequence of the deconstructive approach and the problematization of 

the notion of author is that the traditional distinction between original and trans- 

lation becomes blurred. If there is a plurality of meanings to be transferred from 

one text to another, and the interpreter is asked to creatively choose and select 

among these, it follows that a translation is not only a derivative exercise or an act 

of reproduction, but also a legitimate creative activity and an act of production. 

The original in fact becomes indebted to the translation, as Derrida suggests: 

For if the structure of the original is marked by the requirement to be 

translated, it is that in laying down the law the original begins by 

indebting itself as well with regard to the translator. The original is the 

first debtor, the first petitioner; it begins by lacking and by pleading for 

translation. (Derrida "From Des Tours De Babel" 227) 

The opening up that deconstruction operated on the nature and interpretation of 

the text promoted new ways of thinking about translation. It gave a theoretical 

framework to earlier considerations upon the `freeing' power of the act of 

translation, the creativity of the translator's work, " and offered to the new 

" The two translation scholars that come to mind in this regard are Walter Benjamin and Octavio 
Paz. Benjamin famously remarked that 'It is the task of the translator to release in his own 
language that pure language which is under the spell of another, to liberate the language 
imprisoned in a work in his recreation of that work' (80-1). Literary scholar and translator Octavio 
Paz affirmed that `each translation is a creation and thus constitutes a unique text' (154). 
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emerging sensitivities, to post-colonial and gender concerns, the tools to 

experiment with the newfound freedom of the creative act of translation. 

However, it is counterproductive to think that the creativity involved in 

this process implies a neutral relationship of power, as sites of enunciation and 

dissemination exist in a geopolitical complex of relations of power. The way in 

which the texts of `less powerful' cultures are translated articulates `a particular 

mode of reading and thus a particular image of the foreign culture' (Robinson 

Translation and Empire: Postcolonial Theories Explained 34). 

In the post-colonial context, the historically `feudal' relationship between 

the two extremities of the translation process, the source and target text, has been 

connected by translation theorists to the relationship of interdependence and 

exploitation that existed between Europe and its colonies for over three hundred 

years. " Moved to the colonial context, the traditional idea of the translated text as 

mere duplicate of a higher truth was equated to the relationship that existed 

between the motherland as the original model and the colony as its copy. " As a 

means of exploration of the power relationships within society, Tejaswini 

Niranjana suggests that the practice of translation unveils patterns of colonialism: 

Translation as a practice shapes, and takes shape within, the asymmetric- 

al relations of power that operate under colonialism. (... ) In creating 

coherent and transparent texts and subjects, translation participates - 

across a range of discourses - in the fixing of colonised cultures, making 

them seem static and unchanging rather than historically constructed. (3) 

12 ̀The close relationship between colonization and translation has come under scrutiny; we can 
now perceive the extent to which translation was for centuries a one-way process, with texts being 
translated into European languages for European consumption, rather than as a part of a reciprocal 
process of exchange' (Bassnett and Trivedi 5). 
' As Bassnett and Trivedi maintain: `The notion of the colony as a copy of the great European 

Original inevitably involves a value judgment that ranks the translation in a lesser position in the 
literary hierarchy. The colony, by this definition, is therefore less than its colonizer, its original' 
(4). 
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Translation, in this sense, not only mirrors power relationships that exist within a 

situation of imperialism but in its traditional connotation of alteration and 

lessening of the `true' original, the actual practice of translation into minority 

languages also actively contributes to the fixing of these colonial structures. 

Post-colonial translation theory develops from an attempt to tackle this 

very condition. In Brazil, the poets and translators Augusto and Haroldo De 

Campos produced a view of translation that celebrates the creative manipulation 

of the text and favours the introduction of new forms into the target language (De 

Campos). They also introduced to translation and post-colonial studies the 

revolutionary concept of 'cannibalism'. " The act of cannibalism - an age-old 

sacred rite for the Tupinambä, a native tribe that before colonization inhabited the 

region that is now Brazil - was transformed by the brothers De Campos into a 

metaphor for translation: 

[this] is the thought of critical devouring of the universal cultural 

heritage, formulated not from the insipid, resigned perspective of the 

noble savage (... ) but from the point of view of the `bad savage, the 

devourer of whites - the cannibal'. The latter view does not involve a 

submission (an indoctrination) but transculturation or better transvalor- 

ization: a critical view of History as a negative function (in Nietzsche's 

sense of the term), capable of appropriation and expropriation, de- 

hierarchization, deconstruction. ' (De Campos 44) 

It expresses the act of a colonised people who devour the very essence of their 

colonisers - their language, knowledge and culture - and digest it so as to 

interiorise what they feel will be of use to them and dispose of the unwanted 

14 They derived the idea of cannibalism from the Brazilian Modernist Movement of the 1920s and 
Oswald De Andrade's Manifesto Antröpofago. See Vieira p. 96. 
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remaining. " The interiorization through translation of the literature and culture of 

the colonizers allows the colonized to deconstruct the cultural heritage of the 

`motherland' embedded in the original and to reconstruct it and revitalise it 

through their own culture, thus debunking the negative connotations traditionally 

attributed to translation. 

Another possible way of mapping the uncharted territory left open by 

deconstruction and of further attempting a redefinition of the traditional notion of 

translation is what Bassnett and Lefevere refer to as `the re-evaluation of the 

creative potential of liminal spaces' (Bassnett and Lefevere "Where are we in 

Translation Studies? " 6). As Homi Bhabha suggests: 

We should remember that it is the `inter' - the cutting edge of translation 

and renegotiation, in the in-between space - that carries the burden of the 

meaning of culture. (... ) And by exploring this Third Space, we may 

elude the politics of polarity and emerge as the others of ourselves. 

(Bahbha 38-39) 

Now that the distinction between author and translator, source and target text have 

become blurred, Bassnett and Lefevere suggest that we need to seek the meaning 

of translation in an alternative space, a space that is at the same time source and 

target, where different cultural and linguistic experiences can meet, interact and 

communicate. It is at the point of connection of cultures and languages, where 

differences fade and identities merge, that we should look for the meaning of 

translation today. Borrowing from Mary Louise Pratt, Canadian feminist 

15 As De Campos himself suggested: ̀the cannibal was a polemicist (... ) but he was also an 
anthologist: he devoured only the enemies that he considered strong, to take from them the marrow 
and protein to fortify and renew his own natural energy' (44). 
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translator and literary critic Sherry Simon refers to this in-between space as a 

`contact zone': ̀  

Increasingly, we find that Western society as a whole has turned into an 

immense contact zone, where intercultural relations contribute to the 

internal life of all national cultures. ' (Simon 58) 

In a Western world that is steadily moving towards cultural hybridity and 

plurilingualism, the only possible aesthetics is the aesthetics of `cultural 

pluralism' where `the literary object is fragmented to reflect the contemporary 

social body' (Simon 58). We shall see in the next section that notions of hybridity 

and liminality are very relevant to translation for the stage and to the relationship 

between written text and performance. 

1.5 Drama and Theatre 

Drama and theatre have traditionally been seen as separate entities. Drama is the 

literary genre that comprises texts written for performance and theatre is the 

production of those texts for the stage. Drama belongs to the realm of literature 

and theatre to that of stage practice and the performance arts. This pragmatic 

distinction in the nature of the two disciplines has fostered different approaches to 

the study of theatre and drama (Banham 302-07). 

Bridging the gap between drama and theatre has been a constant concern 

of theatre semiotics. Although the semiotic study of dramatic texts has always 

been divorced from the study of performance practices (Elam 22), the relationship 

between the dramatic text and its performance is seen, in terms of semiotics, as 

16 Mary Louise Pratt write 'What I like to call "contact zone" [are] social spaces where disparate 
cultures meet, clash and grapple with each other' (4). 
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the defining element of both drama and theatre. The very question of the separate 

existence of these two entities is vital to the exploration of theatrical communica- 

tion. Where does drama end and theatre begin? How does performance affect the 

composition of the text and how far does the text inform the performance? 

Both philologists and theatre scholars - especially semioticians - have 

been interested in the investigation of this relationship and have tended to 

consider the mise en scene as a complement of the text, as issuing directly from it. 

In their view, as we shall see hereafter, the function of the stage is that of 

actualizing elements that are contained in the text, to `put on stage' the `meanings' 

of the dramatic text. As Patrice Pavis puts it: 

The text is thus conceived as a reserve, even as the depository of 

meaning and the task of performance is to extract and express this 

meaning, just as one extracts (scenic) juice from a (textual) carrot. (Pavis 

"Staging the Text" 61) 

The theatrical representation of drama has been historically described in terms of 

fidelity to the dramatic text. In a similar way to translations, theatrical representa- 

tions are seen as a question of simply changing the `mode of expression' of the 

story while content and form remain the same (Ubersfeld 16). The main 

consequence of this approach of `semantic equivalence' between text and 

performance is the sanctification of the text (similar to the sanctification of the 

original) as the sole repository of the `true' meaning (Ubersfeld 14). The illusion 

of such equivalence is not only damaging because it prioritizes the dramatic text 

but also because it prevents us from exploring how the theatrical and the dramatic 

signs function on their own as well as in relation to one another. In Chapter Two 

we shall explore the peculiar interdependence of theatrical and dramatic signs in 
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commedia dell'arte, and in Chapter Three we shall see how such a distinction 

becomes problematic when dealing with forms of drama like Il servitore that are 

heavily reliant on performance. 

1.6 The relationship between written text and performance 

A profitable way of looking at theatrical and dramatic communication is to 

consider the linguistic element of the play text as only one of the semiotic systems 

that make up the theatrical event whose very existence relies on its relationship 

with the other systems (Ubersfeld 19). The play text is, as Ubersfeld described it, 

a text troue, a text that is not sufficient in itself because, literally, full of gaps. In 

this view, the play script is like a musical score, incomplete without performance 

and unable to be separated from the `synchronic signs' of its realization. As 

Ubersfeld herself maintains: 

C'est au niveau de 1'espace, justement parce qu'il est pour une part 

enorme un non-dit du text, un zone partculierement troue - ce qui est 

proprement le manque du text de theatre - que se fait I'articulation text- 

representation. (Ubersfeld 153) 

Written text and the mise en space - be it in the mind of the reader or on the stage 

- are then interdependent and constantly reliant on each other and it has been 

important to stress this reliance in theatre practice since, Ubersfeld continues, it 

was the lack of problematization of the relationship between text and 

representation which brought about the historical prioritization of the verbal over 

the other sign systems of the theatrical event (Ubersfeld 54). 

In order to rectify the misconception of the sanctified text, it has then been 

necessary to debunk the myth that sees the performance as a simple extension of 
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the dramatic text. And the semiotic approach to the analysis of theatre has 

attempted to provide such a solution. If we view the theatrical experience in terms 

of semiotic interaction, if we look at both the text and the performance as an 

agglomerate of signifying units belonging to different sign systems, then text and 

performance should be seen as equally valid carriers of meaning. As Polish 

semiotician Tadeuz Kowzan suggests: 

L'art du spectacle n'est pas un simple "prolongement", il West pas un 
"complement" de la literature, et pourtant il se nourrit essentiellement de 

mati8re litteraire qui lui sert de support thematique. Autonomie et 

dependence, voila la these et I'antithese. Oü est la synthese? Nous avons 

essaye de la trouver dans 1'approche semiologique. (Kowzan Litterature 

et spectacle 221) 

Simultaneously autonomous and dependent; this is the paradox of the relationship 

between the signs on the page and on the stage. 

Later on in his research, Kowzan focuses on the specifics of the relation- 

ship between text and performance and, in one of his early articles on the subject, 

he distinguishes three types of relationship (Kowzan "From Written Text to 

Performance" 1-2): 

1. When the written text exists a priori and its oral performance includes a 

certain intonation and facial expression; 

2. When the written text has no dialogue (or monologue) but is effectively a 

series of stage directions, and the performance consists in the acting out 

of these directions on the stage (e. g. dumb shows and mime); 

3. When the writing of the text is done a posteriori, by collecting the 

speeches - often developed through improvisation - that accompanied 

the performance. 
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Though very general and only indicative of a few tendencies and properties, 

Kowzan's typology of the relationship between text and performance does hold 

the merit of focussing attention on the interrelationship between the text and its 

representation and it does also add that these types of relationships do not occur 

on their own but that `the situations are mainly mixed ones, ambivalent ones' 

(Kowzan "From Written Text to Performance" 7), as when some portions of text 

are written down before and others after performance. 

It is not only the French school of semiotics that proposes a text- 

realization notion of performance. The Italian group of theatre scholars and 

semioticians led by Alessandro Serpieri are also mainly interested in the 

realization of the dramatic text on stage. In their work, Serpieri mainly talks about 

the `scenic virtuality of the dramatic text' (24), which can be identified and 

extrapolated for the benefit of the mise en scene. Through the segmentation of the 

dramatic text and the analysis of its deictic patterns, he suggests, we can decode 

the message of the text for performance (Serpieri et al. 176). 

German semiotics scholar Erika Fisher Lichte, on the other hand, sees 

theory as `the systematic study of possible relations between text and perform- 

ance' (Fischer-Lichte x). Borrowing Pierce's triadic model of the sign, she views 

performance as an `intepretant'- which in Pierce's epistemology is not the 

physical human or electronic interpreter of the sign but the abstract notion of the 

sense made of the sign. This interpretant represents the sense made of the 

dramatic text for the possible significations of the drama that lies beneath it. 

Again Fisher Lichte's work implies this idea of the existence of a deep structure, a 

hidden meaning which precedes and determines the performance. 
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As we have seen so far, despite having attempted to challenge the 

traditional superiority of the written text over performance by focusing on the 

multiple natures of the theatrical sign, theatre semioticians - with the possible 

exception of Kowzan - seem to have been unable to move away from what Pavis 

dubbed the `texto-centric vision of the mise en scene' (Pavis "Staging the Text" 

61). Although they advocate the equality of written text and performance and see 

in semiotics the approach that will bring forth such equality, their discourse is still 

very much related to a structuralist phenomenology of decoding and uncovering 

pre-existing meanings. 

Patrice Pavis's contribution to the discussion on text and performance 

significantly differs from this view. Pavis does not believe in any textual potential 

to be met in performance, nor does he see text and performance as non-related 

systems that can exist on their own. He postulates instead the existence of two 

separate entities with two different semiotic systems, the mise en signe and the 

mise en scene, which are not interdependent but simultaneous, thus avoiding the 

risk of prioritization of one element over the other (Pavis Theatre at the 

Crossroads 32). Before we delve in more detail into Pavis's view of the 

relationship between text and performance and its impact on theatre translation, 

we should consider whether and how key works on drama translation in English 

have dealt with the question of the relationship between text and performance. 

1.7 The poor relation of translation theory 

A rapid survey of the sadly still few important works on drama translation, which 

Lefevere accurately described as the `poor relation' of translation theory 
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(Lefevere "Translating Literature" 178), is sufficient to reveal how these consider- 

ations of theatre semiotics, which should be vital for any discipline as concerned 

with exegesis as translation is, have often failed to be taken into account by 

translation studies theorists and have been at times even totally ignored. 

One of the reasons for such oversight on the part of translation theorists 

might be due, as Elam pointed out, to the progressive disappearance of the 

semiotic approach in most disciplines during the 1990s, as a result of its often too 

visible relation with structuralism in a post-structural era (Elam 194). However, 

what might have contributed significantly to the lack of success of the semiotic 

approach in the field of drama translation, especially but not only in Britain, is the 

scientific narrowness and convoluted jargon which, according to Elaine Aston and 

George Savona, are the very cause of the wider failure of the semiotic approach in 

theatre studies in Britain: 

The degree of obfuscation has been such that the benefits of the 

`findings' of understanding theatre as a sign system, have tended to be 

eclipsed and the considerable advantages of studying theatre through a 

semiotic approach overlooked. (2) 

Gunilla Anderman's 1997 entry in the Routledge Encyclopaedia of Translation 

Studies entitled `drama translation' does not make reference to the debate on the 

relationship between text and performance nor to theatre semiotics and she 

focuses instead on the description of the main problems the drama translator faces 

("Drama Translation" 71-72) - of dialect, style and register - and then proceeds to 

illustrate some of the practices of drama translation (73) - adaptations, versions, 

rewritings - in the light of polysystem theory and concludes with a call for 

interdisciplinarity: 
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The way forward for advancing a theory of translation specific to drama- 

tic texts would seem to lie in linguists, literary scholars and comparatists 
joining forces with the playwrights and directors in an attempt to work 

towards a closer understanding of the requirements of the stage, includ- 

ing translation for the stage. (Anderman "Drama Translation" 74) 

In her `search for a target (dramatic) language', Annie Brissett 

concentrates her radically innovative approach to the analysis of drama on the 

ideological question of the retranslation of the theatrical classics into Canadian 

French -a phenomenon which has characterised Canadian theatre for the past two 

decades ("In Search of a Target Language"). Preoccupation with this has made her 

argument move away from the nature of the theatrical sign and its relationship 

with the dramatic sign towards the more immediate questions of the use of 

translation as a means for the reconstruction of identity and nationhood (Brissett A 

Sociocritique of Translation 154). 

In Romy Heylen's study of Six French Hamlets, the cultural approach to 

the study of translation allows her to position her six translations outside the 

boundaries of `mere' translation into the realm of literature. As her carefully 

documented study demonstrates, both the texts and the performances of Hamlet 

that she illustrates have inspired innovation and motivated change within the 

target system by radically influencing both the dramatic metre (Heylen 22) and 

the performance practices (57) of the target system. 

In their musings on translated drama, practicing translators and play- 

wrights of the calibre of David Hare, Michael Frayn and Ranjit Bolt will 

inevitably be concentrating on its very theatrical aspects (Hare; Frayn et al.; Bolt). 

Their alas too rare contributions to the debate provide precious insights into the 

practical aspect of the process of theatre translation and at the same time draw 
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attention to the difference in nature between translation for the page and for the 

stage. Here again, mention of theatre semiotics does not appear, although the 

complex and compound nature of the theatrical sign is nonetheless indirectly at 

the core of their empirical observations. 

The question of the interface between text and performance is a key 

concern of David Johnston's extensive work on theatre translation. According to 

Johnston, the translator should go beyond the linguistic signs and look for `the 

dramatic pattern of stage grammar' which will allow him to access the structuring 

of information flow in the source text and recreate it for a target audience 

(Johnston "Theatre Pragmatics" 62). In this sense, Johnston suggests that 

`performability' rather than equivalence should be the ideal to pursue in theatre 

translation as translators for the stage are writing primarily for actors and 

audiences and they are engaged in an activity which is essentially concerned ̀ with 

the impact of immediate reception' ("Introduction" 10). However, Johnston also 

criticises blind appropriations of foreign works that do not engage with the form 

of theatre involved, and suggests further reflection on the attitude of British 

theatre makers towards foreign plays: 

It is not just a case of the translator who can't win; this is symptomatic of 

a British theatre that hasn't yet clarified its relationship either to trans- 

lation or to the journey towards otherness that lies at the heart of our 

experience of non-English language theatre. (Johnston "Theatre Prag- 

matics" 66) 

In his observations on his translation of Valle-Inclän, Johnston considers the 

complex relationship of complicity and alienation at play in the source text and he 

shows that it is possible to find a balance between `the familiar and the 
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unfamiliar'. In his translation he creates stage-audience complicity while still 

preserving the foreignness of the source culture ("Valle Inclän: The Meaning of 

Form" 89-90). 

Perhaps thanks to her continental academic upbringing, Susan Bassnett has 

been one of the few translation scholars who has consistently engaged with theatre 

semiotics in her work on drama translation. From her introduction of the subject 

into Anglo-Saxon academia in 1980 (Bassnett "An Introduction"), Bassnett has 

identified in the complex, multisemiotic nature of the play text the key issue to be 

concerned with when finding one's way through the `labyrinth' of theatre 

translation. Drawing on contemporary Italian work on theatre semiotics which 

advocated the idea of a `grammar of performance' embedded in the text, she 

developed the concept of `gestural understructure', " a sort of blueprint of an 

`ideal' performance, which the translator was to recognise in the source text, 

decode and recode in the target text. '' In an analysis of three translations of 

Racine's Phedre she unveils how, beneath the successful attempt by two of the 

translators at reproducing the rhythm of the French verse, lies their achievement at 

recoding in the target language the patterns of physical gesture of the actor, and 

she concludes: 

In short, the translation process has involved not only a sequence of 

linguistic transfers from SL to TL on the level of discourse signification, 

but also a transfer of the function of the linguistic utterance in relation to 

the other component signs of the theatre discourse. (Bassnett Translation 

Studies 124) 

" Similar to the `gestic subtext' that Stanislavskian actors were trained to extrapolate from the text 
to develop their characters. For more information, see Bassnett Translation Studies p. 124. 
18 Bassnett's earlier work on drama translation includes "The Problems", "Ways Through the 
Labyrinth" and "Translating for the Theatre". 
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In a second phase of her work on theatre translation, which significantly coincides 

with the `cultural turn' in translation studies, Bassnett gradually moves away from 

the structural idea of `gestic subtext' (Bassnett "Translating for the Theatre"; 

Bassnett "Still Trapped in the Labyrinth"). Undoubtedly influenced by post- 

structuralism and reader-response theories, she points out the impossibility for a 

translator of deducing any `gestural understructure' from the source text on the 

grounds that there cannot be one single `grammar of performance' embedded in a 

text when there are as many different readings of that text as there are translations. 

Moreover, she recognises the limits of the concept of gestic subtext as the product 

of a specific approach to a specific type of text, namely a structural approach to 

`the theatre of psychological realism', and she adds: 

What is left for the translator to do is to engage specifically with the 

signs of the text: to wrestle with the linguistic units, the speech rhythms, 

the pauses and silences, the shifts of tone or of register, the problems of 
intonation patterns: in short, the linguistic and paralinguistic aspects of 

the written text that are decodable and re-encodable. (Bassnett "Still 

Trapped in the Labyrinth" 107) 

What Bassnett is underlining here is that the written text is not fundamental to 

performance but that it is only one element of an eventual performance. It follows 

that the task of integrating the written text with the other sign systems that consti- 

tute the theatrical event is not the translator's but the director's and the writer's. 

In the first comprehensive account of theatre translation, Finnish theatre 

scholar Sirkku Aaltonen does finally acknowledge the relevance of the semiotic 

debate in the theory of the translation of drama (Time-sharing on Stage). 

Aaltonen's study provides a double focus here. On the one hand she considers the 

theatre studies approach to the theatrical event and observes the phenomenon of 
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`intercultural theatre' (Aaltonen Time-sharing on Stage 11), and on the other she 

theorizes drama translation and gives a very comprehensive overview of the main 

issues involved in the translation of drama for page and stage (Aaltonen Time- 

sharing on Stage 28). Following Pavis and a number of anthropologists and 

cultural theorists - such as Camilleri, Geertz and Levi-Strauss - she views 

intercultural theatre as the phenomenon where theatre finds itself at the crossroads 

of cultures, where theatre texts and performance practices are exchanged and 

influence each other. In the drama translation section she discusses all the main 

problems involved with the translation of theatre texts - from acculturation to 

speakablity, to the nature of the theatrical sign - thus bringing forward, for the 

first time in a comprehensive manner, the theatre semiotics debate. 

1.8 Pavis's integrated model of theatre translation 

Despite the limited availability of his writings in English, the scholar that 

contributed the most to the integration of theatre semiotics into the study of drama 

translation is the French semiotician Patrice Pavis. More than any other translation 

scholar or theatre semiotics expert, Pavis has attempted to provide a framework 

for the exploration of the entire process of translation for the theatre and engaged 

with both practical and theoretical questions involved in this process. 

According to Pavis, the two elements that distinguish theatre translation 

from any other type of literary translation are what he terms the ̀ language-body' 

and the ̀ situation of enunciation' (Theatre at the Crossroads 137). The first refers 

to the fact that in the theatre, the text - and by extension the translation - reaches 
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the audience by way of the actor's body. The physical presence of the actor19 - her 

gestures, movements, tone of voice and facial expression - becomes one with the 

written word of the text. The combination of the verbal and the gestural 

constitutes the source text, the starting point of theatre translation. In Pavis's 

view, the language-body substitutes the concept of equivalence in translation 

(Theatre at the Crossroads 156) since the main object of theatre translation is not 

the equivalence of texts but the appropriation of the source text by the target 

culture (Theatre at the Crossroads 138). Behind Pavis's concept of language- 

body lies his response to the fundamental debate, central to theatre semiotics, 

about the relationship between the written text and the theatrical show. In his 

earlier work he often refers to this issue by discussing the role and function of the 

mise en scene: 

Mise en scene is not the stage representation of the textual referent; nor is 

it the visual concretization of the holes in the text or of a textual score 

that needs a performance in order to take on meaning. Any text, not just a 

dramatic text, has holes; in other respects, however, it can be `too full', or 

overloaded. Rather than try to find these empty or overloaded areas, one 

should try to understand the processes of determination and indetermina- 

tion: mise en scene merely performs the function of `emptying' or 

`filling'. ("From Text to Performance" 89) 

For `situation of enunciation', on the other hand, Pavis intends the imagined 

eventual performance, which the translator needs to bear in mind when translating 

the text. This is not identifiable with any specific interpretation but will serve to 

take into account the historical, cultural and linguistic context from which the text 

emerges: 

19 Pavis here takes from the idea of the actor as the centre of the theatrical event, a tradition 
running from Gordon Craig, Meyerhold and the oriental theatre masters to Artaud and, more 
recently, Grotowski and Barba. 
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We cannot simply translate a linguistic text into another; rather we 

confront and communicate heterogeneous cultures and situations of 

enunciation that are separate in space and time. (Pavis Theatre at the 

Crossroads 136) 

Pavis's `situation of enunciation' embodies the characteristic of the dramatic text 

of emerging from the here and now. Like all literary texts, plays are products of a 

specific context but more than any other text they are conceived, thought and 

often written as the result of a collaboration of all the members of the company for 

a specific performance. As Aaltonen maintains: 

Playwrights, translators, stage directors, dress and set designers, sound 

and light technicians as well as actors all contribute to the creation of 

theatre texts when they move into them and make them their own. (Time- 

sharing on Stage 32) 

For Pavis, all these different readings and interpretations of the play text are 

embedded in the `situation of enunciation' of the source text. The actual target 

situation of enunciation is only obtainable once the translated text is put on the 

stage, but meanwhile at the moment of translation the translator needs to take into 

account a `virtual' situation of enunciation, based on the source text and on his 

knowledge of the theatrical practices of the target culture (Theatre at the 

Crossroads 137). 

All the readings that Pavis views as fundamental to the `situation of enun- 

ciation' are the result of what, after Ingarden, he terms a series of `successive con- 

cretizations' (Theatre at the Crossroads 139), as we can see in Figure I. I. The 

move of dramatic texts from the source culture to the target culture is seen here as 

a series of consecutive concretizations of the text on the part of the various 

participants in the theatrical event. Each in their turn attempts to bring the text a 
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step closer to the target culture by making their own personal interpretative 

choices `from among the potential indications of the text to be translated' (Pavis 

Theatre at the Crossroads 138). 

source culture target culture 

To T, T2 
: 

T3 T4 

I textual dramaturgical stage 
concretization concretization concretization 

receptive 
concretization 

Figure 1.1 - Pavis's model of successive concretizations (Theatre at the Crossroads 139) 

As he reiterated a number of times, Pavis, unlike many of the semioticians we 

have discussed in section 1.6, does not believe in any gestural understructure of 

the play text: 

There is no `pre-mise en scene' already inscribed in the dramatic text, 

although the text can only be read by imagining the dramatic situations in 

which the action can unfold. (Pavis "Staging the Text" 63) 

Textual concretization (TI) is the translator's version of the source text but his 

version is not a mere transposition of the linguistic aspects of the text; according 

to Pavis, the translator must effect a dramaturgical analysis of the text and 

reconstitute the plot, the system of characters, the play's time and space as well as 

the ideological point of view of the author and the period in which they wrote. 

Each historical moment, and each dramaturgical and scenic practice 

corresponding with that moment possesses its own criteria of dramaticity 
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(a way of setting-up a conflict) and of theatricality (a manner of using the 

stage). ("Staging the Text" 65) 

The following step is the dramaturgical concretization (T2) which is often carried 

out by the playwright or Dramaturg who may or may not be familiar with the 

language of the source text and does not always work together with the translator. 

The job of the Dramaturg is, according to Pavis, very similar to that of an 

interpreter, a mediator between the translated text and the world of the theatre. 

The work of Dramaturgen often resists being termed translation and is described 

as adaptation or version, to underline the manipulation that the writer has put the 

text though to make it relevant to the present situation (Theatre at the Crossroads 

141). As Pavis mentioned, translations assume ̀ different meanings' according to 

the historical period and the social context in which they have taken place: 

It follows that a work is neither a single correct, signifying structure, nor 

an infinite number of amorphous possibilities; rather, it assumes mean- 
ings which are historically differentiated according to changes in the 

Social Context. ("Production, Reception and the Social Context" 128) 

The concretization on stage (T3) only occurs when the dramaturgical version of 

the translation is tested through rehearsal on the stage. This concretization takes 

place through enunciation and tests the theatrical effectiveness of T2 producing a 

possible performance text. At this point the target situation of enunciation is 

finally realised and, through the mise en scene, source and target situations of 

enunciations are confronted (Pavis Theatre at the Crossroads 142): 

Mise en scene is defined as the bringing together or confrontation, in a 

given space and time, of different signifying systems, for an audience. 

("From Text to Performance" 86) 
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The final concretization of the series (T4), the one performed by the recipient, the 

theatre audience, brings the series of concretizations to completion. This is the end 

of the journey and the place where the success of the process of translation and 

staging is assessed. The condition of theatre translation reception will then depend 

on a number of factors which, for reasons of space, I will just briefly mention: the 

competence of the future audience in the interpretation and understanding of the 

translation and their competence in its rhythmic, psychological and aural spheres. 

As Pavis concludes: 

The spectator then only appropriates the text at the end of a torrent of 

concretizations, of intermediate translations that reduce or enlarge the 

source text at every step of the way; this source has always to be redis- 

covered and reconstituted anew. (Pavis Theatre at the Crossroads 142) 

In the case-study sections of this work, I look at drama translation through analys- 

ing the reception of translated drama and I observe the process of translation at 

different stages. My investigation considers the level of the reader and the 

prosodic features of the text (Chapter Five) as well as the level of dramaturgical 

rewriting in line with the conventions of a certain type of theatre (Chapter Four). 

But I also explore dramaturgical rewriting in connection with particular conditions 

of mise en scene by a group of artists working towards the recognition of a minor- 

ity language (Chapter Six). And finally I consider the process of `concretization' 

that is the result of the collaboration of translator, adaptor, director, actors and 

audience (Chapter Seven). 

At first sight, Pavis's description of his model of successive concretiza- 

tions appears similar to a type of thinking that is still very much linked with the 

discourse of structuralism: the `emptying' and `filling' function of the various 
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phases of staging seems to suggest a pre-determined exchange of meaning; `the 

potential indications of the text to be translated' hints at a potentiality of 

signification embedded in the text; and the very term `concretization' presupposes 

the embodiment of some pre-existing entity. However, in the model illustrated 

here and to a larger extent in his most recent writings, Pavis slowly moves away 

from the pursuits of structural semiotics and from the analysis of the interpretation 

of the text towards an exploration of intercultural performance and the process of 

hybridizations of theatrical practices (Pavis "Problems of Translation for the 

Stage"; Pavis "Towards a Theory of Intercultural ism"; Pavis "Dancing with 

Faust"). We can see the seeds of Pavis's new poststructural approach in his 

description of the concretization model when he affirms that `there is no `pre-mise 

en scene' already inscribed in the dramatic text' ("Staging the Text" 63) and that 

the source text `has always to be rediscovered and reconstituted anew' (Pavis 

Theatre at the Crossroads 142). 

This idea of the source text undergoing a variety of different rediscoveries 

and reconstitutions is very similar to Lefevere's idea of translation as a process of 

constant rewriting? ° However, as we can see, unlike Lefevere, Pavis does not 

believe in the process of translation as one operated mainly on the level of the 

target culture. For Lefevere, translators remain `within the boundaries of the 

culture that is theirs by birth or adoption' (Translation, Rewriting 13), which is 

more often than not the target culture. In Pavis's view, on the other hand, through 

the process of consecutive concretizations a new territory comes into being 

between source and target, between the familiar and the unfamiliar, an 'inter- 

20 For Lefevere's idea of translation as constant rewriting, see his Translation, Rewriting. 
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culture' where the source and target situations of enunciation are compared and 

exist simultaneously. It is within this interculture, an in-between space between 

source and target culture, and not solely from the perspective of the target culture, 

that the translator positions herself. 

Pavis's model of consecutive concretization and simultaneous situations of 

enunciation then in some way attempts to challenge the traditional views of 

translation as pure appropriation of the source text. From the perspective of 

Derrida's search for the unconscious voice of the text, Pavis's model can be 

understood not as describing a unidirectional path towards the target culture but as 

an indication of the constant dialectical relation between source and target values. 

1.9 Some approaches for the analysis of translated drama 

Despite its role as the `poor relation' of translation theory, translated drama has 

been the subject of extensive analysis. The types of analyses carried out, however, 

seem to have fallen primarily into the realm of literary criticism, where drama is 

considered as a particular type of literary genre which at some point down the line 

will have some remote connection with performance. The semiotic approach, as 

we have had a chance to see earlier on, developed as a reaction to this tendency 

and its focus on the relationship between the text and performance marks the very 

rejection of a `text-only' approach to drama analysis. 

One attempt that has been made by drama translators and by some 

translation scholars to bring the text-performance interaction into their investiga- 

tion of drama translation is the notion of `performability' - often paired with 

`speakability' and `playability'. For Jiri Levi, `Sprechbarkeit' (speakability), 
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`Verstaendlichkeit' (graspability) and the `Stilisierung der Buehnensprache' (the 

stylization of stage speech) are the main characteristics of theatrical language. 

Translators of drama must focus on making the text as ̀ pleasing to the ear' and as 

understandable as possible. In order to test speakability and graspability, Levi 

suggests running tests with sample audiences and assessing how different versions 

of the same translation fare on these scales (132). In terms of the style of stage 

speech, he adds that one needs to be careful in analysing theatrical speech since in 

each culture: 

Die Buhnesprache unterschiedet sich von der landlauefigen Sprache des 

Taeglichen Gebrauchs, und diese Stilisierung ist eine die Konventionen 

der Theatersgattung. (Levy 133). 

[Stage speech differentiates itself from common, everyday speech, and 

this stylization is one of the conventions of the genre of drama. ] (My 

translation) 

Developed by theatre semioticians, who saw the centrality of performance in 

drama translation, the idea of `performability' or stage speech is traditionally 

related with rhythm of speech, easy graspability and simplicity of pronunciation. 

However, the interaction between text and performance in translation is far too 

complex a phenomenon to be adequately accounted for by easy-graspability. 

Moreover, Bassnett draws attention to the tendency of theatre translators to hide 

behind `performability' - or the equally nebulous `requirements of the stage' - 

whenever they feel the need to justify radical changes to the source text (Bassnett 

"Still Trapped in the Labyrinth"). 

As we have seen in the previous paragraph on Pavis's model of trans- 

lation, one of the models that most fittingly adapts to the translation of dramatic 

texts is that of manipulation and rewriting. Among drama translation scholars, 
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Aaltonen focuses her work particularly on this aspect. With Octavio Paz, Aaltonen 

believes that texts do not have fixed readings and that every reading of a text 

generates a new text. She sees theatre texts as apartments, spaces to be occupied 

and manipulated for periods of time by different tenants (Aaltonen Time-sharing 

on Stage). This is particularly true of the theatre world where, for every 

performance of a text, several different readings of the same text are required. " 

Aaltonen also has the merit of having for the first time exhaustively 

applied Lefevere's concepts of `rewriting' and of his idea of `patronage' 

(Translation, Rewriting 14-15) to the theatre system. This, like the literary system, 

is an artificial construction where texts are objects that are read and rewritten by 

human agents. Through rewriting, the texts are manipulated to suit the constraints 

that the system imposes on foreign objects which enter it. These constraints are 

determined by a `double control factor', namely the veto of the professionals and 

what Lefevere calls `patronage'. From within the system the professionals - 

academics, translators, editors etc. - deal with the aesthetic component of the 

foreign texts while the `patronage' controls the choices of text in terms of the 

dominant ideology, the economic return and the status that belonging to a certain 

social/intellectual group produces. 

Another concept that has deeply influenced the analysis of translated 

drama and is in some ways an extension of manipulation and rewriting is 

`acculturation', a term that translation theory has borrowed from sociology. 

Translation is clearly one of the key means through which societies influence and 

modify each other and translated texts are the ideal sites of acculturation. 

21 Six according to Bassnett, namely: the post-performance reading, the director's, the actor's, the 
designer's plus the dramaturgical reading and the rehearsal reading. See "Still Trapped in the 
Labyrinth" p. 101. 
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Aaltonen in her first work on the subject, Acculturation of the Other, gives a 

tentative definition of acculturation: 

In order to make foreign texts compatible with other texts in the target 

system as well as with the `reality' of the target society, translation can 

make use of either acculturation or neutralization in an effort to disguise 

what is perceived as an obstacle to integration. Acculturation is the 

process which is employed to tone down the foreign by appropriating the 

unfamiliar `reality', and making the integration possible by blurring the 

borderline between the familiar and the unfamiliar. (... ) Neutralization 

removes the cultural anchoring and eliminates or minimises the relation- 

ship to any specific culture. (Acculturation of the Other 55) 

Within the translated text, the changes and modifications operated by the 

receiving culture on the source texts become visible evidence of cross-cultural 

contact. Moreover, the theatre, where texts are created to engage with the here and 

now of the performance, has always provided the perfect location for the 

acculturation and manipulation of foreign ideas and texts. 

Romy Heylen explored this aspect of acculturation in her work on the 

translation of Shakespere into French. Here, she talks about a descending ̀ scale of 

acculturation', which goes from `foreignised' texts, where no attempt is made to 

acculturate the source text, through various stages of `negotiation', up to complete 

acculturation, where the source text is normalised and domesticated to suit 

audience expectation and the constraints of the receiving theatre system. Romy 

Heylen defines three types of translation according to their `degree of 

acculturation': 

Translations that do not really attempt to acculturate the original work. 
Translations that negotiate and introduce a cultural compromise. 
Translations that completely acculturate the original work. (23) 
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An extreme form of `acculturation' of theatre texts can be historically 

found in connection with an attempt on the part of minority cultures, which were 

trying to affirm their national identity, to revive or indeed recreate their national 

language through the translation of theatrical classics ZZ The most studied case of 

this phenomenon from a translation studies perspective is the use of Joua123 - the 

Montreal variety of Canadian French - as a language for theatre translation in 

contemporary Quebec. In her `Sociocritique of Translation', Annie Brisset 

identifies in the introduction of Joual as a language of playwriting and translation 

an act of `reclaiming, of recentering of identity, a reterritorializing operation' (A 

Sociocritique of Translation 165). Borrowing a terminological distinction by 

sociolinguist Herni Gobard, 24 Brissett maintains that the translation of classical 

text into dialect makes it possible for the `vernacular language' - which is 

localised and spoken spontaneously - to take the place of the `referential 

language', the language of the cultural, oral and written tradition which ensures 

continuity in the community. In so doing, translation does not create a new 

language, but `it elevates a dialect to the status of a national and cultural language' 

(Brissett A Sociocritique of Translation 165). 

But it is not only on the level of language that translation into dialect 

functions as a means of differentiation for the minority culture. The act of 

translation into a vernacular language also has a more directly political function. 

In a relatively small and multilingual nation like Quebec, which on one hand has 

22 As Toury points out: `It is an established fact that minority language communities have often 
turned to translating in critical periods [... ] translating has actually contributed to the development 
of these languages and their cultures, and even directed its course to varying extents' ("Aspects of 
Translating into Minority Languages" 3). 
23 The name joual derives from the Montreal vernacular pronunciation of the French word cheval 
(horse). 
24 For a detailed account of Gobard's teraglossic analysis of language, see Brissett A Sociocritique 
of Translation 164-65. 
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been taken over by the overbearing Anglo-American literary and theatrical 

production and on the other depends heavily on the import of translated text from 

motherland France, the translation of dramatic texts into dialect becomes a 

political as well as aesthetic statement. 

One thing is certain: the use of the vernacular, unheard of in Quebec, has 

encouraged the emergence and the institutionalization of a national 

drama that differs from French models. (Woodsworth 21-22) 

The focus of Brisset and Woodsworth on the issue of translation into a minority 

language has been on the reception of the translation process, on the function of 

the vernacular translation text in effectively constructing the target theatrical 

system. The reason behind their choice to select as their field of study drama is 

clearly explained by Brissett: 

Among literary genres, theatre, which is based on oral speech, was a 
better vehicle of differentiation: between referentiary French, which is 

indistinguishable from the so-called `francais de France' and the verna- 

cular currently used in Quebec, the difference is first and foremost 

phonetic. (Brissett "In Search of a Target Language" 14) 

Translation into dialect, then, in the Quebecoise experience, becomes a `vehicle 

for differentiation'. In the case study of the Scots translation of 11 servitore in 

Chapter Six, we will explore a type of theatre translation which goes beyond the 

acculturation of theatrical texts into the receiving theatrical system and becomes a 

way of `cannibalising' text. By marking out the presence of the translator and, 

through him, the presence of the minority language, the translator manages to put 

on stage, through the text itself, the dialogic exchange between two different 

cultures in a `contact zone', in the `liminal' and `in-between' space that is theatre 

translation. 
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2 Between Oral and Literate Forms: Commedia 
dell'arte and Il servitore di due padroni 

The fulcrum of the previous chapter was the problematic relationship between 

written text and performance. That thread will continue to form the main focus of 

discussion in this second chapter, which will provide a contextual framework for 

the source text, II servitore di due padroni, and for the theatrical form this text is 

undoubtedly tied to, the commedia dell'arte. II servitore is a text that Kowzan 

would define as a posteriori (Kowzan Litterature et spectacle), written as a result 

of performance, but as we shall see as we delve into the peculiarities of the 

genesis and performance history of the play, Kowzan's taxonomy fails to account 

for the complex interaction of the improvisatory and textual techniques at play in 

II servitore. Such hybridity of technique is characteristic of the theatrical tradition 

that Il servitore belongs to, that of commedia dell'arte. An overview of the 

complex interaction between the oral and literary forms which are at the basis of 

commedia theatre will then help shed further light on the nature of the text of Il 

servitore in terms of its relationship with performance. 

2.1 A hybrid genre: the commedia dell'arte 

Commedia dell'arte is one of those cultural manifestations that owes its success 

and longevity to its ability to respond to the demands of a rapidly changing 
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society. From the ciarlatani and saltimbanchi (charlatans and mountebanks) who 

entertained the masses in the city-squares of early modem Italy, ' this improvised 

form of theatrical entertainment developed alongside the requirements and tastes 

of its changing audience into the established and successful theatrical companies 

of the sixteenth and seventeenth centuries (such as the Gelosi and the Accesi) who 

extended commedia's2 success to the piazzas and courts of Renaissance Europe. 

At the heart of this extremely successful transformation is the ability of the Italian 

professional theatre to bring together aspects of orality and literature' The 

development of commedia troupes as independent and structured alternatives to 

the piazza and banquet performers was seen primarily as a response to the effects 

of the print revolution (Ferrone Attori mercanti corsari 35-9). Ferrone's thesis is 

that commedia dell'arte constituted an attempt on the part of the popular forms of 

theatre to adapt to the requirements of the emergent middle classes, who 

demanded a type of popular entertainment that would distance them from the 

vulgar and quintessentially oral piazza performances and would bring them closer 

to the commedia erudita, the script-based theatre of the courts and the academies. 

However, the interplay of orality and literature in commedia is not due 

solely to the external pressures of an increasingly more literate mercantile class; it 

is a tension that manifests itself both from within and from without the commedia 

form. Commedia dell'arte is generally seen in opposition to commedia erudita, ̀  

1 For a detailed account of the documented connections between the ciarlatani and the first 
commedia dell'arte troupes, see Tessari pp. 30-47. For information on the direct link between the 
Greek Atellan farce and the commedia dell'arte, see de Amicis. 
Z Unless otherwise indicated, I shall use commedia as an abbreviated form of commedia dell'arte 
rather than any other form of commedia. 
' In my consideration of the relationship between orality and literature in the commedia dell'arte I 
am indebted to Robert Henke's monograph on the subject. 
4 The terms commedia dell'arte and commedia erudita are an eighteenth-century phenomenon, and 
have since been subject to vast criticism because of their restrictiveness. Although I agree with this 
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because of its scriptless nature, but it is in fact rather more accurate to see it as a 

meeting ground, as a hybrid genre, midway between the literate forms of courtly 

theatre and the oral performances of street entertainers. The linguistic patterns and 

techniques of the ciarlatani coexist in commedia dell'arte with the well- 

constructed plots of the erudita. The spectacle aspects of improvisation go hand in 

hand with the narrative elements of the literary models. Throughout the history of 

commedia dell'arte the relationship between the theatrical and the literary com- 

ponents varied considerably, moving between coexistence and mutual influence to 

antagonism (Henke 1). 

Even during the most fecund period of commedia, the early stages, we can 

identify the tension that many actors experienced between the oral tradition that 

they came from and the literary status to which they aspired. In his writings, for 

instance, Flaminio Scala, one of the most influential capocomici (lead actors) of 

the history of commedia, considers it his primary duty to legitimize, in writing, his 

scriptless, non-literary type of theatre, thus affirming his own position as a 

veritable poet, a creator of an artistic form in its own right: 

L'arte vera del ben far le Comedie, credo io, the sia di chi ben le rappre- 

senta, perche se 1'esperienza 6 maestra delle cose, ella pub insegnare a 

chi hä spirito di ben formare, e meglio rappresentare i soggetti recitabili, 

il ben distenderli ancora [... ]. L'esperienza A 1'arte, perch6 molti atti 

reiterati fanno la regola, et se i precetti da essa si cavano, adunque da tali 

azzioni si viene ä pigliar la vera norma, sf the ii comico pub dar regola ä 

compositori di Commedie, ma non giä quegli a questi. (Scala cix) 

It is actual experience of performance, then, according to Scala, that is the true 

master of dramatic writing. The repetition of actions during the performance is 

critical view of this restrictive dichotomy, since my main concern is not commedia deli 'arte as 
such, for convenience I shall continue to use both terms. 
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what gives life to the arte, the skill of producing a good theatre piece. In this view 

it is the actor who is to instruct the writer of comedy and not vice versa. 

Ironically, Scala's apology for gesture and theatrical performance has been taken 

into account in the debates on theatrical form because it took on the aristocratic 

form of the academic genre and was put down in writing. ' In the next section, we 

shall explore how this tension between literary and oral aspects is at play in all 

areas of commedia dell'arte: in the character system, in the scenari themselves, in 

the style of acting and improvisation, and in the language used. 

2.2 Flexibility and structure: the masks and roles of commedia 

Besides contemporary accounts of performances, which are often deliberately 

scanty and incomplete when it comes to characters, " the two main sources of 

information about the character system of commedia are the actors' own repertoire 

and the extant visual records of commedia masks. 

Unlike early modern English actors, Italian commedia actors tended to 

maintain the same role for a considerable time and therefore accumulated a 

massive stock of verbal and gestural routines for improvisation relating to their 

character (Henke 15). The actor's repertoire represented both the essence of his art 

and the source of his primary income. For example, an actor like Antonio Sacchi 

(the actor who commissioned from Goldoni the scenario for II servitore di due 

s Among the other commedia actors who vindicated the creative value of acting, we also find 
Niccolb Barbieri, who famously remarked `ragionando della commedia non intendo trattare del 
poema (... ) ma intendo parlar della mia professione' (Barbieri 8). 
6 As Taviani noted, the lack of records about commedia characterisation as well as about the acting 
techniques associated with them is not accidental. It was part of a deliberate attempt on the part of 
the actors/craftsmen to protect their trade secrets, see Taviani and Schino p. 419. 
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padron) would be very careful to guard his trade secrets from potential competi- 

tors and would only share them with members of his own company. In Sacchi's 

company, young apprentices would have been studying Sacchi's art to take his 

place once he became too old to play Truffaldino and he moved on to play one of 

the older masks. 

Contemporary engravings and paintings are also a vital primary source in 

the study of commedia characters. As De Marinis rightly pointed out, however, 

only some of these sources can be trusted as true representations of what the 

actual masks looked like, since many engravings were in fact commissioned by 

the actors themselves to disseminate a manipulated image of the characters they 

represented (242). The basic core of commedia characters, which is confirmed by 

one of the most authoritative collections of engravings, the so-called Recueil 

Fossard, is composed of six characters divided into three different pairs: the old 

ones (the vecchi) the young lovers (the innamorati) and the servants (the zanni) 

(Duchartre 315-48). The roles of the improvised comedy are at once specific and 

general. The characters are regionally distinctive but at the same time they 

embody the essential features of groups recognisable in society - e. g. Pantalone 

clearly bears the traits of a Venetian citizen but he is also a caricature of the self- 

assured and prosperous Renaissance merchant. 

The two vecchi (traditionally Pantalone and the Dottore) have one or more 

children, who play the male or female lover role (innamorato/a). The vecchi also 

have one servant each, called primo e secondo zanni (first 'and second servant) 

according to the role they assume in the piece. Figure 2.1 indicates the hierarchic- 

al relationships between the three types of characters: 
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Vecchi Pantalone Dottore 

Innamorati 

Zanni 

Innamorato/a 
(male/female lover) 

Primo zanni 
(first servant) 

Innamorata/o 
(female/male lover) 

Secondo zanni 
(second servant) 

Figure 2.1 -Hierarchical relationships between commedia roles 

In the characters too we can see traces of the fusion of oral and literary 

forms. The characters of the innamorati in fact come from the literary tradition of 

courtly love; the innamorati were borrowed directly from the commedia erudita 

(Henke 21). The zanni, on the other hand, arrive straight from the tradition of the 

Carnival. The majority of commedia critics agree that the masks of the two 

servants - alongside the additional character of the Capitano - pre-exist the 

commedia dell'arte, and that subsequent to its appearance, commedia itself served 

as a continuous source of inspiration for the masks of Carnival (Apollonio Storia 

del teatro italiano 11-24) (Molinari Storia del teatro 104-05). Henke, for instance, 

establishes an interesting parallel between the oral techniques of what he terms the 

Venetian buffoni, clowns and street performers active in the Venetian carnival in 

the fifteenth and sixteenth century, and the zanni figures of commedia (Henke 51). 

But let us now examine in more detail the individual characteristics of 

each pair of characters. Pantalone and the Dottore are the two vecchi. Despite 
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belonging to the bourgeoisie, they share with the zanni the condition of types, 

which is made clear by their wearing a mask. 

Pantalone de Bisognosi (Figure 2.2) is 

one of the earliest masks of commedia. A 

stereotypical Renaissance bourgeois, he is a 

Venetian citizen and a wealthy merchant. Con- 

stantly wavering between extreme prosperity 

and bankruptcy, most of his actions are moti- 

vated by the `almighty ducat': when he has a 

daughter he tries his best to marry her off for 

money, usually to much older suitors (e. g. the 

Dottore) and, when the scenario gives him a Figure 2.2 - Maurice 
Sand's Pantalone (1860) 

son, he does his utmost to prevent him from 

squandering his riches. His other passion, besides money, is the pursuit of 

inappropriately younger women, whom he woos unsuccessfully and ends up 

duped (Nicoll The World of Harlequin: a Critical Study of the Commedia 

dell'Arte 127). 

A fleshy character, then, who can be seen as a mid-way figure, though in 

no way a mediating one, between the Dottore and the zanni, driven as he is by the 

pleasures of the flesh (food and women) and of the sound of his own voice. But as 

Oreglia beautifully puts it, Pantalone is ultimately defined by an extremely 

contradictory personality: 

... 
he is very avaricious yet a lover of pomp and splendour, wily yet rash; 

slanderous and quarrelsome; subject to sudden explosions of fury and ve- 

hement outbursts of curses and invective [... ] He moves slowly, hunched 
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up, but in moments of fury is capable of baffling feats of agility which 

will later be atoned for by heavy, asthmatic panting. (Oreglia 79-80) 

These very contradictions in Pantalone's behaviour and demeanour are the 

thrusting force behind his comic effect. 

The other vecchio, the mask of the 

Dottore (Figure 2.3), is typically either a fallen 

humanist or a man of the law. Usually dressed 

in academic gown, he is a verbal virtuoso and 

constantly launches in ludicrous tirades on the 

most unlikely of subjects. Like Pantalone, he 

enjoys the sound of his own voice, but unlike 

the Venetian merchant his function is not that 

of furthering the plot, but rather that of provid- 

ing a background to it. 

As commedia actor Andrea Perrucci 

Figure 2.3 - Maurice Sand's 
11 Doctor Balanzone (1860) 

commented in his Dell 'arte rappresentativa premeditate e all 'improvviso (1699), 

the Dottore need not be as serious a mask as Pantalone: 

Thanks to the liveliness of the plot line and the superfluity of language 

there is some freedom to distance it [Dottore] from the serious, though 

not so far as to reduce him to the level of the second zanni, for that would 
be unpardonably wrong. (Perrucci qtd in Richards and Richards 252-4) 

Relieved of the duties of furthering the plot, the Dottore comes alive in the group 

scenes as a parody of the azzeccagarbugli, the useless man of letters, who revels 

in incomprehensible Latin phrases and verbal acrobatics. In terms of provenance, 

the early dottori could assume as many origins as the places that the company 

visited. However, after the arrival on the scene of Domenico Lelli, the most 
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famous Dottore in the history of commedia, this mask became synonymous with 

Dottor Balanzone, the learned Bolognese lawyer (Apollonio Storia della com- 

media dell'arte 243). Developed from the caricature of the men of letters who 

abounded around Bologna's renowned university, the Bolognese Dottore spoke a 

combination of standard Tuscan and highly stylised Bolognese, which, as we shall 

see later on in more detail, was so diluted for the benefit of the audience that it 

bears very little resemblance to the dialect spoken at the time (Nicoll The World of 

Harlequin 56). 

As for the innamorati, as mentioned earlier, they are a gift of the scripted 

comedy of the academies. Such borrowing is manifest both in the language they 

speak - they are the only characters who speak literary Tuscan, as opposed to 

some form of vernacular - and from the repertoire of images of courtly love 

which colour their speeches. Because they were unmasked, the actors and 

actresses who played these roles had to be young and attractive and usually wore 

the elegant clothes of the upper classes. Their speech not only had to be stylized 

Tuscan, to contrast with the rough dialect of the zanni, but they enriched it by 

reciting long passages of Petrarchan-style poetry and displaying their bravura in 

the arts of `courtship', of `amorous rhetoric' and `unhappy love' (Oreglia 116). 

Another element which, together with their unmasked appearance, sets them apart 

from the `four masks' is the fact that theirs are the only parts which are fully 

scripted, especially in later commedia - Goldoni's first scenario for 11 servitore is 

a case in point - and their dialogues therefore rely heavily on the rhetorical 

devices of contemporary literature and to a much lesser extent on on-stage 

improvisation. 
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The two zanni, the carnival servant pair complementary to the literate 

innamorati, are the fulcrum of the physical humour of commedia. Actors playing 

Pantalone and the Dottore had to specialize in the use of specific registers and 

exaggerated verbal responses (Oreglia 84-86), while the two zanni had to be 

masters of physical acrobatics and in the performance of countless complicated 

lazzi, the comic routines of commedia. At the bottom of the hierarchy, the two 

servants of the early commedia fulfill two radically different functions. 

The first servant, commonly known as 

Scapino or Brighella (Figure 2.4), ' comes from 

the long tradition of the cunning servants of 

classic comedy and he is the deus-ex-machina 

of the commedia plot. His job is to guide the 

action, weaving complicated intrigues, from 

breaking up and arranging marriages to 

preparing love potions. Much less animalesque 

than his companion Harlequin, and increasing- 

ly more so towards the eighteenth century - as Figure 2.4 - Maurice 
Sand's Brighella (1860) 

in Goldoni's Servitore, where he is promoted to 

the status of innkeeper - Brighella's half-mask, in Duchartre's description, 

provides a perfect reflection of his character: 

The bizarre, half-cynical, half-mawkish expression of his olive-tinted 

These are the two names that came to identify the character because they were the ones used 
during the eighteenth-century revival of commedia by Riccoboni (Scapino) and Goldoni 
(Brighella), but the characters of the first zanni, as well as that of Harlequin and the innamorati 
tended to assume the name chosen by the actor that played it. Other names for the first zanni are 
Buffetto, Fichetto, Finocchio and Flautino. See Nicoll The World of Harlequin: a Critical Study of 
the Commedia dell 'Arte p. 77. 
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mask (... ) is distinguished by a pair of sloe eyes, a hook nose, thick and 

sensual lips, a brutal chin bristling with a sparse beard, and finally the 

moustache of a fop, thick and twirled up at the ends in such a fashion as 

to give him an offensive, swaggering air. (161) 

The first servant figure of the early commedia has no sense of morality. He is the 

prime intriguer of the piece but also its prime rascal, ready to trick and swindle 

anyone and everyone in his path, often helped by his musical skills. ' The actor 

playing Brighella had to be very flexible to be able to insinuate himself in every 

nook and cranny of the stage to listen in to the action, unseen, to plot his next 

move. 

Both Brighella and Arlecchino (Harlequin) originate from the Bergamo 

valley. Situated at the extreme western border of the Venetian Republic, Bergamo 

was considered the home of simpletons and country bumpkins -a reputation that 

can be found even to this day. But while Brighella originated from the upper town 

(Bergamo alta), which was said to produce nothing but nimble-wits, Harlequin is 

from the lower town (Bergamo bassa), which was believed to be the home only to 

fools and dimwits (Duchartre 124). Arlecchino, this dullard servant knave, is by 

far the most famous mask of commedia and of the Venetian carnival. This mask 

has very ancient origins, probably French - Herlequin or Hallequin was a demon 

figure in Medieval French tales and a similar character features as a demon in 

Dante's Inferno under the name of Alichino (Cantos XXI and XXII) 9 Like 

Brighella, Arlecchino is only one of the names for this part, and different actors 

8 While Harlequin tends to be represented in the iconography while performing all sorts of 
dangerous acrobatics, the first servant is usually depicted as playing an instrument. See Duchartre 

163. 
The demonic provenance of the figure of Harlequin is evident in the features of the traditional 

mask which recall those of a demon with 'bushy eyebrows and moustaches, with a red or black 

carbuncle or protuberance on the forehead, [... ] a snub nose, two hollow cheeks and two little 
holes for the eyes' (Oreglia 57). 
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adopted different stage names for their role10 - the zanni in Goldoni's servitore, 

for instance, is the famous Truffaldino, stage name of actor Antonio Sacchi. " 

Arlecchino (Figure 2.5) is the mask that 

most ties in with the animal world. Besides his 

zoomorphic/demonic features, he too is ridden by 

the pleasures of the flesh (food and women) but in 

a much more ingenuous and basic way then 

Pantalone, because of his status and his nature of 

hungry and destitute servant. He is fundamentally 

lazy and prone to fantasies - as we shall see in 

Goldoni's Servitore - but despite his comic 

ridiculousness, sometimes, thanks to his very 
Figure 2.5 - Maurice Sand's 

ingenuousness and naivety, he can generate real Ar/ecchino (1860) 

gems of foolish wisdom (Henke 24). 

Unlike his companion Brighella, the second zanni is in no way connected 

to the development of the plot. In fact, he performs the opposite function; his 

incessant array of acrobatic and extravagant lazzi hinders Brighella's actions and 

leads the dramatic development astray into digressive pieces of pure carnivalesque 

spectacle. As Riccoboni comments: 

The acting of the Harlequins before the seventeenth century was nothing 

but a continual play of extravagant tricks, violent movements, and 

outrageous rogueries. He was at once insolent, mocking, inept, clownish, 

and emphatically ribald. I believe that he was extraordinarily agile, and 

10 The most popular commedia actors associated with this mask are Tristano Martinelli (d. 1630), 
Domenico Biancolelli (1646-1688), Angelo Costantini (1654-1729) and Evaristo Gherardi (1663- 
1700). See Duchartre pp. 123-61 and Nicoll The World of Harlequin 60-74. 
" In Chapter Three we will discuss at length the relationship between Goldoni and Sacchi and how 
this creative partnership shaped the dramatic construction of Il servitore. 
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he seemed to be constantly in the air; and I might confidently add that he 

was a proficient tumbler. (Riccoboni in Duchartre 125) 

The actions of the first and second zanni create a dramaturgical tension between 

the centripetal forces of the linear plot, brought forward by the first zanni, and the 

centrifugal forces emanating from the subversive lazzi of the foolish second 

servant, which move the action away from the story. 

As we have seen in this brief survey of the six basic characters, in 

commedia deli 'arte there is a mixture of masked and unmasked characters. Here 

the function of the mask is substantially different from that of classic Greek 

theatre. The commedia masks in fact do not cover the entire face but only part of 

it: mainly forehead, eyes, nose and cheeks, leaving the mouth, jaw and other parts 

of the head free. They are therefore much less intrusive than classical and Chinese 

masks because they only cover the top part of the face and they do not have the 

side effect of muffling the actor's voice. These partial leather disguises with 

grotesque exaggerated features and hairpiece are at once striking and yet discreet. 

In this way, as Richards and Richards note, the mask did not dehumanize the 

actor; rather it gave the characters that aura of mystery which stylisations of the 

human face have produced since the birth of the theatre, without detracting from 

the liveliness of the performance (113). The function of traditional masks in the 

theatre was that of demarcating clearly the distinction between the fictional world 

of the stage and the real world. Any masked performance has the merit of 

establishing clearly and from the outset the non-naturalistic value of the 

representation. But the mixture of masked and unmasked characters, which is a 

trait unique to commedia, has a secondary effect, that of highlighting the 

unmasked figures (Rudlin Commedia dell Arte: A Handbook for Troupes 37-38). 
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The unmasked characters - primarily the innamorati but also other figures like the 

servetta, or female servant - serve to bridge the gap between the stage and the 

audience, between the world of the theatre and the real world. 

The figure of the servetta is, together with the Capitano, the most common 

addition to the basic six characters. One of the main characteristics of this basic 

three part format of fathers, children and servants is that of being extremely 

flexible and open to all sorts of complications and additions. As Richards notes, 

the additional characters introduced could vary from stock masks that were 

peculiar to a particular city or region (e. g. Beltrame in Milan or Gianduia in 

Piedmont), to characters borrowed from fashionable contemporary performances 

of other theatrical genres (Richards and Richards 106). The commedia form was 

so adaptable that it was able to accommodate whatever character the audience was 

likely to appreciate at that particular moment in time: in commedia scenari, in 

fact, we find mention of characters coming from such varied sources as tragedies 

and pastoral comedy (109). 

When new characters were added to the basic kinship of father, child and 

servant, they tended to come in pairs and were immediately assimilated within the 

cast. Each new element, as in a complex mechanism, was made to fit a series of 

functions in the construction of the commedia: be it furthering the plot or adding 

to the physical acrobatics of the zanni or the verbal ones of the Dottore. The 

innkeeper Brighella, for instance, in Goldoni's Servitore, is not so much a first 

zanni as an additional character who serves simultaneously to further the plot and 

to help the zanni (the only servant to two masters) in his mischief: he is both a 

sidekick to Truffaldino, as we shall see in the dinner scene, and a confidant to the 
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innamorata, Beatrice. Commedia characters seem, then, to be defined dialogic- 

ally, in terms of their interaction with the other characters (Henke 15). As Yuri 

Lotman suggested, the definition of a character's traits through the physical and 

spatial - as well as verbal - interaction of the actors on the stage is a distinctive 

feature of theatrical characterisation as opposed to its narrative counterpart (295). 

In commedia dell'arte, as we shall see in the following chapters, the physical and 

verbal interaction of the various characters is heightened so as to become a 

powerful instrument of comedic expression. 

2.3 The literary heritage: the scenari of commedia dell'arte 

The borrowing of commedia from its literary counterpart, the erudita, is not 

simply limited to aspects of characterisation or the figures of the innamorati. 

Commedia companies in fact often dabbled in the performance of erudita scripts, '2 

and when they returned to their comedy all'improvviso, they would rely 

extensively on materials from the written comedy especially for their plots. 

Scripts from the commedia erudita were often popularized in commedia dell'arte 

so as to attract a more heterogeneous audience (Richards and Richards 110) and 

thus naturally the plots and intrigues developed in written comedy came to be the 

basis onto which commedia actors could construct their scenari. 

The scenario, also called sogetto or canovaccio (literally meaning 

`canvas'), was a hand-written document of varying length which outlined the 

fabula or story that the company had chosen. Unlike a comedy script, the 

12 Isabella and Francesco Andreini of the illustrious Gelosi company, for instance, staged the first 
performance of Torquato Tasso's pastoral drama, Aminta, for the Duke of Ferrara (1573). See 
Tessari p. 324. 
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scenario, as its name suggests, is not a written record of the comedy's dialogue, 

but a brief outline of its plot, dramatis personae and scenery. This could appear in 

narrative form or in the form of a script, with the name of a character at the 

beginning of each new line followed by the actions they needed to perform in 

each scene. What also appeared very often together with the description of the 

plotline were indications of set design and long lists of the props needed for the 

staging. Commedia scenari tended to be very short and sketchy due to their 

practical nature as they were often pinned on the wall backstage during 

performance and served as an aide-memoire for the actors (Andrews 195). The 

purely functional nature of the scenario is clearly outlined in Perrucci's 

description of it: 

11 soggetto non e altro the una tessitura della scena sopra un argomento 

formato, dove in compendio si accenna un'azzione [sic] the deve dirsi e 

farsi dal recitante all'improviso [sic], distinguendosi per atti e per scene, 

scorgendosi le scene nel margine, dove si nota quel personaggio the ha 

da uscire e si contrasegna [sic] con una Linea rotta, dove termina dicendo 

`via', accorciato da `va via' o `vanno via'. (Perrucci 256) 

The action, Perrucci points out, is merely accennata, hinted at in the scenario, and 

it will only be unravelled all'improviso through the words and actions of the 

actors during the performance. Commedia scenari were divided into three acts, as 

opposed to the five of classic comedy and of the erudita, and in numerous 

numbers of scenes. An actor's entrance or exit from the stage would mark the 

beginning of a new scene. The reduction of the number of acts from five to three 

in commedia scenari served to allow the commedia players the freedom to insert 

improvised material, comic speeches or lazzi and to extend scenes which they felt 

were being particularly appreciated by the audience. The scenario was not just a 
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plot summary, it was a sort of codified chart of the stage action equipped with 

abbreviations and specific jargon, which would only be clear to the initiated, as 

Perrucci continues: 

II dirsi `in questo' significa the il personaggio, al partir d'altri resta; 

dicendosi `il tale oi tali vanno via e il tale oi tali in questo', cioe resta o 

sopraggiunge o sopraggiungono altri. (257) 

However, as Richards and Richards point out, the scenario cannot be equated to a 

combination of plot summary and stage directions (Richards and Richards 110). 

Scenari were neither simple summaries, nor prompt copies of actual performance; 

they were rather stage notes which contained information which was deemed to be 

useful to the company for the set up of their performance, and as such it included 

notations on a variety of different aspects from costume and set design to 

characterisation. These notations were brief and deliberately sketchy, especially 

when it came to acting techniques, the trade secrets of the commedia performers. 

In the fashion of nineteenth-century magicians, commedia companies wanted to 

avoid revealing too many of their tricks to an audience that they wanted to dazzle 

and mystify. Scenari provided at times general, and at other times more specific 

technical indications of what the actors might do but left them the freedom to 

develop their individual parts (141). In the original French scenario of II servitore 

di due padroni, on which Goldoni based his version, for instance, the writer 

suggests to the actress how to stage the confession of her secret by the innamorata 

(in this case Flaminia), but only in deliberately vague terms: 

A ces mots eile [Flaminia] ne doute plus de la mort de son cher Dorante; 

la douleur et le despoir s'emparent de son Arne, et dans 1'exces de son 

trouble, eile decouvre en termes ambigus, meme devant Pantalon, le 

secret qu'elle avoit cache jusqu'alors, et enfin s'evanouit. (Di Francia 30) 
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The scenario gives indications to the actress regarding her state of mind in this 

scene `la douleur et le despoir s'emparent de son äme', and its impact on her 

speech ̀ eile decouvre in terms ambigus', but it leaves the interpretation of such a 

state of mind and its translation into words up to the arte of the actress herself. 

Much was left to the interpretation of the actors then, including where to insert an 

improvised sketch. A simple hint, like the following from the French scenario of 

Ii servitore, would be enough to suggest to the zanni that it was time for one of his 

lazzi: `Arlequin se felicite d'etre sorti si heureusement d'affaire' (Di Francia 29). 

Because of the variety of different situations at play in the scenari, 

commedia scholars tend to disagree when it comes to the classification of the 

types of plots employed by commedia troupes. Nicoll distinguishes three types of 

comedy plots: the cuckolding plot, where one of the vecchi is cheated on by his 

much younger wife; the lovers' plot, which centres on the confusion and 

misunderstanding of the two pairs of innamorati; and the adventure or picaresque 

plot, which focuses on the unfolding of some type of intrigue (Nicoll The World 

of Harlequin: a Critical Study of the Commedia dellArte 127-13). Richards and 

Richards, who do not fail to underline the `striking variety' of the plot lines of the 

scenari, make a distinction according to their predominant genre. In their 

classification, which is solely based on Scala's collection, we find: domestic 

imbroglios, such as Il finto negromante, where the action revolves around tricking 

the vecchio into letting the innamorata marry the man of her choice; cruel farces, 

such as Il cavadente, where Pantalone is deceived and publicly humiliated; and 

tragicomic action of betrayal and revenge such as La pazzia di Isabella (Richards 

and Richards 145). While both Nicoll and Richards and Richards look at the 
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scenari plots from a synchronic perspective, Henke takes a historical approach to 

the classification of commedia plots. He notes that while in the early period of 

commedia the master and servant plot was the primary focus of the scenario, after 

the arrival of the actress into the commedia company, " the romantic plot took 

centre stage. Within the dominant romantic plot, Henke views afabula structure, 

similar to the ancient new comedy, of protagonist (innamorato/a) who is 

obstructed by another character (one of the vecchi) or by circumstances 

(misunderstandings caused by the second zanni) in the pursuit of his/her amorous 

object and is helped by the primo zanni to overcome this obstacle (Henke 13). 

Unlike the case of ancient new comedy and of Elizabethan plays, the 

commedia script was seen as something that could be easily shared with the 

community. This was primarily due to the fact that the audience went to see 

improvised comedy not for the story, which they expected to know already, but 

for the company's variations on it. The same scenario in fact could be radically 

different if performed by two different companies of actors and even within the 

same company if under different conditions of performance. Commedia scenari 

are invaluable sources to the theatre scholar because they represent one of the few 

records capable of shedding light on the processes of commedia performance, but 

because of their functional and sketchy nature, they do not in themselves make for 

very enjoyable reading. As texts they are lacking and incomplete, because like 

costumes and sets, they are only one of the props used by the actor to compose the 

performance. As Duchartre dramatically puts, they are `but a little heap of ashes 

left from a great and spectacular fire' (Duchartre 50). 

13 The first record of actresses taking part in commedia dell'arte performance date back to 1548 
when a company of Italian players staged Bibbiena's comedy La Calandria in Lyon for the French 
King Henry II and Caterina de Medici. 
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2.4 The oral heritage: commedia's improvisation techniques and 

actorial practices 

While commedia's literary repertoire and dramatic plots were inherited from the 

commedia erudita, the improvisation and acting techniques of commedia dell'arte 

were handed down to the professional actors by their humble ancestors, the 

illiterate street performers. Richard Andrews, in his investigation of commedia 

dell'arte's written forms, identifies a clear link between the practice of improvisa- 

tion of the buffoni, the ciarlatani and the itinerant family companies roaming the 

streets of medieval Italy and that of the professionals of commedia (175). 

In the socio-political situation of early modem Italy, where due to the lack 

of a centralized power, any notion of culture, civilization and progress was city- 

based, the organization of performance spectacle was extremely volatile and 

theatre practitioners were at the mercy of the magnanimity and theatrical prowess 

of the local sovereign (Andrews 6). The staging of the plays of the commedia 

erudita at the major courts - Ferrara, Modena, Florence, Mantua, Milan and 

Naples - was an extremely costly and time-consuming enterprise. The writing of a 

piece could take up an initial few weeks, which would then be followed by the 

setting up of majestic scenery, costumes and props. Moreover, due to the amateur 

nature of the actors, training and rehearsal times could last up to three months, 

making the theatrical event a type of entertainment which was reserved solely for 

special occasions (Richards and Richards 105). 

Improvisation, on the other hand, had a number of economic and logistical 

advantages. Firstly, it offered the commedia companies a flexible and wide- 

reaching repertoire at a very limited cost: from performance to performance the 
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company could work with material that was already familiar and the pieces could 

be prepared rapidly, as and when they were required (Richards and Richards 105). 

Secondly, the flexibility of ad-hoc improvising allowed the commedia troupes to 

operate at different social levels - from the venues of popular comedy to private 

events and performances in the many courts of Renaissance Italy, and the flex- 

ibility of commedia performance actually suited the needs of travelling players 

who wanted a repertoire that was easily set up, wide-reaching and adaptable to 

different regional preferences, occasions and audiences (Richards and Richards 

106). 

While the amateur performers of the commedia erudita relied on a long 

process of rehearsal and the acting was based on the memorisation of the script, 

the commedia professionals relied on improvisation and, as Molinari pointed out, 

instead of `preparing their parts' they `would prepare themselves for the part': 

L'improvvisazione 6 infatti una tecnica, e come tale a disposizione di 

chiunque voglia impararla e sia dotato di un particolare talento. 

L'improvvisazione cioe non si improvvisa: essa consiste non nel 

preparare la parte, ma nel prepararsi per la parte. (Molinari Storia del 

teatro 107) 

Improvisation, in other words, did not mean that the actor invented his part from 

scratch at every performance; the commedia performer was instead a professional 

and an expert at the part that he performed as he was constantly drawing on an 

accumulated stock of repertoire. 

In his exploration of the processes of improvisation in commedia dell'arte, 

Tim Fitzpatrick identifies a fixed overall structure as one of the fundamental 

aspects of verbal and musical interpretation (14). The structure, or grid, from 
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which the interpreter can start to develop his variations was, for commedia actors, 

their stock of repertoire which offered them a plethora of stereotyped characters 

and well-structured plots. As we have seen in our discussion of the scenari, the 

situations of commedia are all similar and yet infinitely different; each plot 

provides an infinite potential of countless variations on the same theme. For this 

reason, both Andrews and Molinari have equated commedia dell'arte with jazz, 

because here, as in the case of the improvised musical genre, creative 

improvisation flourishes despite or perhaps because of strict stylistic restrictions 

(Andrews 226; Molinari La commedia dell'arte 40). The use of stereotyped and 

repetitive plots constantly offering similar situations allowed the actors the 

freedom to stray from the plot into the creative ad-libbing which was at the basis 

of commedia humour. However, though flexible and fluid, commedia improvisa- 

tion was securely held by the existing framework of the scenario and it was 

always moving towards a conclusion or comic climax. Because of its circularity 

and repetition, improvised dialogue is often unexciting to read on the page. As we 

shall explore in more detail in the following chapters, many critics and translators 

of Goldoni's plays have criticised Il servitore precisely because of the circularity 

and repetition of its dialogue - which was seen as a literary fault - without 

viewing the play in the context of the type of theatrical form within which it was 

created to function. Both the scenario and the collections of dialogues, or 

generici, were only one of the materials used by the commedia actors. In the 

hands of skilled entertainers in the dimension of performance, repetitive and 

uncomplicated material can function beautifully. 

In addition to stereotyped plots and repetitive dialogue, the use of stock 
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characters also contributed to a certain linearity of narrative. As mentioned 

previously, each character in commedia was endowed with a specific lexical 

repertoire, which each actor, specializing in a particular role, would use as a 

storehouse for improvisation. The innamorati specialized in courtly love and 

Petrarchan poetry, the zanni in culinary matters and Pantalone in pecuniary ones. 

Pantalone and the Dottore would also draw on the encyclopaedic knowledge of 

the time, on stocks of thematic formulae and loci communes - distorted scientific 

and academic wisdom for the Dottore and proverbial wisdom for the old Venetian 

merchant (Henke 35). Moreover, the actors who played the zanni, like present-day 

comedians, had built up through their own practice, or sometimes thanks to years 

of apprenticeship with more experienced actors, a mental store of single jokes and 

gags, the zanni's lazzi. These consisted of one-liners, question-and-answer 

routines as well as very complex verbal and physical sequences which the actors 

regularly rehearsed and at the time of performance would use when needed, with 

the narrative line often being adapted to their comic routine (Rudlin Commedia 

dell Arte: A Handbook for Troupes 34). 

Besides their verbal and gestural repertoire, which provided actors with the 

material for the improvisation of their own parts, commedia professionals must 

have also needed a technique for creating and memorizing dialogue capable of 

building a narrative (Andrews 175). Because of the deliberate omission by the 

commedia professionals of any information on their acting and memorization 

techniques (Taviani and Schino Il segreto della commedia dell'arte 416), the 

study of the art of commedia acting is very much like the work of the 

palaeontologist who examines fossils (in our case textual records) for information 
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about a vanished art form (the live performance). According to Andrews, the way 

in which commedia actors succeeded in coping with improvising long pieces of 

dialogue was by constructing that dialogue out of small manageable units (176). 

In other words, each stage of the dialogue would be identified in the mind of the 

actor by means of some kind of label, which might refer to the type of information 

the dialogue was conveying (e. g. the revelation of Beatrice's secret identity) or the 

joke or lazzo it explored (e. g. the zanni's folding of the letter). In memorizing 

these labelled units, the actor would highlight aspects which would convey the 

information needed for the development of the plot and, most importantly, make 

the audience laugh. The actor would not then have to worry about the accuracy of 

any verbatim repetition of a script (Andrews 177). 

The units that Andrews postulates are characterized by two aspects: a 

modular structure and what he terms the ability to be `elastic'. The units are seen 

as modular because they are both autonomous, thus potentially usable in a number 

of different situations along the plot line, and self-contained, each reaching a 

simple conclusion, which could often include a joke or some humorous effect 

(178). These units, moreover, could also be made longer or shorter in performance 

without losing their essential point. In other words, they could be extended 

through the addition of new material or the repetition through variation of the 

same topics according to the needs of the performers on stage. If the commedia 

company encountered a particularly unsympathetic audience they could shorten a 

gag and introduce more lazzi to keep the crowds entertained, whereas in case the 

audience was partial to a particular scene by their favourite zanni this could be 

extended to enhance the effect of the climactic conclusion. Although most of the 
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dialogue was elastic in the sense that it could be cut as required, the final punch 

line was never in doubt. This constituted an actor's mental signpost as well as a 

cue to exit or to begin the next unit. These modular structures and elastic gags, 

Andrews suggests, can still be seen at work in many plays of the commedia 

erudita and he goes on to lament the lack of research carried out to track down 

these structures in written scripts which have been affected by commedia impro- 

visation (Andrews "Arte Dialogue Structures" 152). 

Although this is not the main thrust of this work, the close analysis of the 

translations of Ii servitore in the next chapters will involve the identification of 

remnants of commedia improvisation techniques on the page. For the moment, I 

will provide an example from Goldoni's text to illustrate the modularity and flex- 

ibility of the commedia performance. One of the types of stereotypical commedia 

elastic gags was the use of lists of alternatives; for instance, the various virtues 

that could be detected in a prospective bride or the alternative places where the 

zanni could go to hide etc. In Goldoni's servitore we find one such list when 

Truffaldino discusses with Brighella the menu for his master's dinner: 

TRUFFALDINO: Ben donca. Disime cossa the ghe dare. 

BRIGHELLA: Per do persone, faremo do potade de quattro piatti l'una; 
anderä ben? 

TRUFFALDINO: (L'ha dito cinque o sei piatti: sie o otto, no gh'e mal). 
Anderä ben. Cossa ghe sarä in sti piatti? 

BRIGHELLA: Nella prima portata ghe daremo la zuppa, la frittura, el 
lesso e un fracandö. 

TRUFFALDINO: Tre piatti li cognosso; el quarto no so cossa ch'el sia. 

BRIGHELLA: Un piatto a la frazese, un intingolo, una bona vivanda. 
TRUFFALDINO: Benissimo, la prima portada va ben, alla segonda. 
BRIGHELLA: La segonda ghe daremo l'arrosto, l'insalada, un pezzo de 

came pastizzada e un bodin. 

TRUFFALDINO: Anca qua gh'8 un piatto the no cognosso; coss'8 sto 

77 



budellin? 

BRIGHELLA: Ho ditto un budin, un piatto all'inglese, una cossa bona. 
(II, xii) 

14 

The flexibility and elasticity of the passage is made clear by the second line, 

where Brighella communicates the number of dishes he intends to serve for 

dinner. The more dishes chosen by the innkeeper the higher was the chance of 

Truffaldino's misunderstanding. It is safe to assume that in performance the actor 

playing Truffaldino would have made the most of any opportunity for 

misunderstandings and double entendre and his companion, the other actor-zanni 

playing Brighella would have instigated his verbal twisting by inventing ever new 

and foreign-sounding dishes. The final gag on `bodin/budellin' could have been 

the punch line to signal the end of the sketch and the beginning of another scene. 

While Andrews analyses commedia improvisation techniques from their 

textual remnants, Henke's approach views commedia improvisation from the 

point of view of orality. Starting from a useful distinction between medium and 

mode, which identifies commedia's scripts as utilizing a written medium (form of 

expression) but an oral mode (style of expression), Henke provides a very useful 

catalogue of the characteristics of oral attributes which are common to commedia 

dell'arte (Henke 32). Oral language tends to be syntactically simple and 

repetitive. Oral composition tends to flow constantly forward and does not admit 

backward scanning. Indeed, the ability to fix language in space and then return to 

it to modify and correct it is the characteristic of the written language that allows 

it to develop complex and sophisticated structures (Henke 33). In terms of syntax, 

typical of oral discourse are paratactic connections, indicating addition and mental 

" For ease of reference, I indicate act and scene number instead of page numbers of the specific 
edition consulted. 
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association rather than deduction or causality, and sentences are introduced by 

coordinative conjunctions such as and, but etc. Because of this need for simplicity 

caused by the cognitive limitations of discourse processing, oral composition is 

characterized by the alternation of two very basic rhetorical patterns: repetition 

and elaboration. In other words, with the help of key words and phrases which he 

could use as mnemonic anchors, the actor could construct his speech through the 

repetition of his initial statement, which he might then modify through the 

addition and elaboration of new information. The arrival of the zanni in the first 

act of Goldoni's servitore illustrates this phenomenon: 

PANTALONE: Ande via, the se un pezzo de matto. Sior Federigo 
Rasponi da Turin el xe morto. 

TRUFFALDINO: L'e morto? 

PANTALONE: L'8 morto seguro. Pur troppo per elo. 

TRUFFALDINO: (Diavol, the il me padron sia morto? L'ho pur lassä 
vivo da basso! ) (da se) Disi da bon, the i'e morto? 

PANTALONE: Ve digo assolutamente the el xe morto. 

DOTTORE: Si, e la verita; 8 morto; non occorre metterlo in dubbio. 

TRUFFALDINO: (oh, povero el me padron! Ghe sarä vegnü un 
accidente. (da se) con so bona grazia. (si licenzfa) 

PANTALONE: Non vole altro da mi? 

TRUFFALDINO: Co 1'e morto, non m'occorre altro. (Voi ben andar a 
veder, se 1'e la verita. ) (da se, parte e poi ritorna). (I, ii) 

As we can see from the extract, the interaction is made up of short and simple 

sentences. Although there is subordination in `Disi da bon the 1'e morto' ('You 

really mean that he is dead') and We digo assolutamente the el xe morto' (I'm 

telling you absolutely that he is dead'), this is in the form of reported speech 

introduced by the verb `dir' (to say). In the rest of the passage all the new 

information is given by means of addition through a new sentence. Addition and 

reported speech are accompanied by repetition, as we can see from the use of the 
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keyword `morto' (dead), which would presumably have functioned as a mnemon- 

ic anchor for the actors. The basic piece of information, that Sig. Federigo 

Rasponi is dead, is introduced by Pantalone and then questioned by the zanni, 

confirmed by Pantalone, questioned again by Truffaldino, who adds his doubts 

about Pantalone's seriousness, and reconfirmed more assuredly by both Pantalone 

and the Dottore. This could be seen as another example of the elastic gag which 

could be made longer by the addition of further misunderstandings of the word 

`dead' on the part of Truffaldino, or by one of the bizarre and never-ending 

disquisitions of the Dottore on the scientific meaning of the word `dead', or again 

by the intromission of one of the other characters. In all these instances, the actors 

would keep repeating the initial information that Federigo is dead and then add 

their own variation on the theme. When the digression on the deceased condition 

of Sig. Rasponi had been deemed exhausted, Truffaldino - who, let us not forget, 

was the capocomico, the lead actor, of the company and therefore to some extent 

an onstage director ante-litteram - would then wrap the scene up by uttering the 

final remark `Co 1'e morto, non m'occorre altro' (Since he is dead, I don't need 

anything else), thus letting the rest of the actors know that the sketch had ended. 

Although we tend to associate commedia performance with a symphonic 

concert, where the different voices of the various instruments harmonize without 

intruding on one another for the sake of the success of the piece as a whole, 

commedia performers, like jazz musicians, were also extremely good at taking the 

stage on their own. Originating as separate Carnival masks, most of the comic 

roles had in their repertoire monologic pieces that they could use individually to 

build a confidential relationship with their public. As Andrews points out, actors 
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interpreting the verbal characters (the Dottore, the Capitano and the innamorati) 

were prone to accumulate in their generici a repertoire of long items. These may 

have needed a more careful memorization since their verbal virtuosity was at the 

core of the effect sought (Andrews 182). The innamorati, for instance, had to 

memorize entire poems, and the hyper-stylized literariness of their speeches has 

often been considered almost like a caricature of the verbosity of the heroes and 

heroines of commedia erudita, which would have been laughed at by the masses. 

The Capitano and the Dottore too often had to accompany ad-libbing techniques 

with large chunks of memorized speech. These comic distortions were often 

applied to whole phrases and entire speeches, which made them extremely 

difficult to think up on the spot and needed therefore to be learned by heart 

beforehand. One of the memory techniques that Andrews hypothesizes about was 

that the actors would divide the speech up into smaller independent sections to 

make them more manageable. These smaller units would in their turn be modular 

and elastic, leaving room for variations and extensions to suit each performance 

(Andrews 186). An example of this technique of verbal twisting in Goldoni's II 

servitore is found, interestingly not in the Dottore's speech, but in Truffaldino's. 

In the scene with Brighella analyzed earlier, Truffaldino mishears the word `bo- 

din' (a type of soup) as `budellin' (a nonsense word recalling `budello' (bowels). 

Truffaldino's use of a technique generally associated with the verbal masks is a 

further element that points in the direction of the centralization of the comic effect 

onto the figure of the single zanni operated by the capocomici of late commedia. 

Another memory device for longer pieces or monologues is the use of 

codified formulae. Formularity, as Henke observes, is a strategy typical of oral 
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cultures. These in fact tend to be characterized by a conservative mindset which 

encourages the repetition of an idea crystallized into a mnemonic phrase to 

guarantee the preservation of that culture's traditional ideas and stories (Henke 

34). These codified formulae serve a clear mnemonic function in commedia in that 

they store information in the actor's memory in an easily recognizable format, i. e. 

the formulaic aspect, which makes them easily and quickly retrievable at the time 

of performance. Formulae can be metric, syntactic or semantic but in commedia, 

because of its prosaic nature, they tend to be non-metrical (Henke 34). Each 

character would make use of specific formulae which were usually in the form of 

epithets, words or phrases applied to a person or an event to describe a given 

quality. In the following monologue from II servitore Truffaldino, as usual, 

laments his chronic lack of food and money: 

TRUFFALDINO: Sono stuffo d'aspettar, the no posso piü. Co sto me 
patron se magna poco, e quel poco el me lo fa suspirar. Mezzogiorno 
della cittä 1'8 sonä the e mezz'ora, e el mezzogiorno delle mie budelle 1'8 

sonä the sarä do ore. I alter subit the i arriva in qualche cittä, la prima 
cossa i va all'osteria. Lu, sior no, el lassa i bauli in barca del cornier, el va 
a far visite, e nol se recorda del povero servitor. Quand ch'i dis, bisogna 
servire i padroni con amor! Bisogna dir ai padroni, ch'i abbia un poco de 
caritä per la servitü. Qua gh'6 una locanda quasi quasi anderia a vedere 
se ghe fuss da divertir el dente (... ) Voi andar, ma adess the ghe penso, 
gh'e un altra piccola difficoltä the non me arrecordava; no ho gnanca un 
quattrin. Oh Povero Truffaldin! (I, vi) 

In terms of propositional formulae, in this passage we find three typical zanni 

ones: 

f The servant complaining of his master's treatment: `co sto me patron se 

magna poco, e quel poco me lo fa suspirar' ('with my master I eat little, and 

even for that little he makes me wait'); 

f His constant obsession with food and eating: `mezzogiorno della cittä 1'e sonä 
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the 6 mezz'ora, e el mezzogiorno delle mie budelle 1'e sonä the sarä do ore' 

('the city clock struck noon half an hour ago but my stomach struck it at least 

two hours ago') and again `anderia a vedere se ghe fuss da divertir el dente' 

('I'll go see if I can find something to tickle my tooth'); 

f His condition of poor, hungry and penniless servant: `no ho gnanca un 

quattrin. Oh Povero Truffaldin' ('I haven't got a penny. Oh poor Truffaldin! ). 

We also find a syntactic formula - `Lu, sior no' ('No, not him') - which is a 

vernacular expression used by the zanni to indicate - even physically, since this is 

often accompanied by a series of gestures - that unlike other masters, to his 

misfortune, his master does not conform to standard behavior. At the end of the 

passage, unusually according to Henke, we also find the metric formula `no ho 

gnanca un quattrin. Oh Povero Truffaldin' which, thanks to its rhyme and 

formulaic nature, summarizes Truffaldino's condition in the form of an easily 

retrievable mnemonic unit. 

One of the characteristics of the theatre, which is also common to other 

types of oral forms, is the paramount importance of voice and sound as a means of 

communication. Studies of the verbal rituals of pre-industrial societies confirm the 

thesis of the almost magical power attributed to the human voice (Henke 32), 

which draws the attention of the listener, especially when it is perceived to be 

naturally flowing and not premeditated, as in improvised performances. 

Commedia dell'arte often privileges sound at the expense of sense, as we have 

seen in our exploration of improvisation techniques. In a sociocultural situation 

dominated by different regional linguistic varieties where there was no universally 

understood standard of language, it is not surprising that the commedia actor 
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established contact with the audience primarily through the power of his own 

voice. The multilingual aspect of commedia performance, which was at its 

liveliest at the height of the success of commedia, also confirms the supremacy of 

sound over meaning for verbal communication. Alongside this reliance on sound, 

we can observe in commedia performance the use of gesture and kinesthetic 

language. While fully scripted dramatic discourse tends to be fairly explicit and 

self-contained, which is exactly what makes closet drama very readable as a self- 

standing piece of literature, improvised performance depends to a much higher 

degree on extra-linguistic and extra-textual elements. Improvised performance 

relies on prior knowledge (the plots, situations, masks, set phrases, fixed expecta- 

tions etc. ) and functions through the simultaneous transmission of paralinguistic, 

bodily and gestural signals. Moreover, because it is not premeditated, commedia's 

verbal expression refers more intensely than scripted dramatic dialogue to the 

situation of enunciation (the place and time of speaking, the speakers and the 

audience) and therefore makes greater use of demonstrative modifiers and deictic 

words (Henke 36). 

The third element typical of commedia acting which accompanies the 

actor's voice and the reliance of commedia discourse on extra-verbal signs is the 

actor's physicality. In an enlightening article on the diachronic study of acting in 

the commedia dell'arte, Marco de Marinis reflects on the anthropological value of 

the commedia mask (241). Following Eugenio Barba's research findings on the 

pre-expressive foundation of acting, he describes how, even before taking on his 

dramatic function of character, the commedia actor assumed a `presenza dram- 

matica' (dramatic presence) or `corpo artificiale' (artificial body) which created 
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an area of overlap between reality and fiction. By means of what Barba terms 

`tecniche extraquotidiane' (extra-ordinary techniques), the actor charged his body 

with a stage energy which attracted the gaze of the audience and maintained its 

attention regardless of whether he was interpreting a role or not (De Marinis 245). 

As we can see in Ferruccio 

Soleri's acrobatics in Figure 2.6, it is 

the extra-ordinariness of the appearance 

of the actor, in terms of position, use of 

space and his movement in space which 

automatically focuses the attention of 

the audience on the physical presence 

of the actor's body on the stage, an 

image which is at the same time very 

similar to our own bodies and yet very 

different. According to De Marinis, too 

much attention has been given by some 

eminent critics of the commedia dell'arte to the pantomimic style of the actor's 

acting and to the gestures and physical acrobatics of the zanni, and not enough 

attention has been devoted to the techniques linked to the physical presence of the 

actor's body. The early commedia actors were able to contort their bodies into 

grotesque shapes conferring a deliberate and controlled tension to their appear- 

ance, which made them interesting and captivating to the eye of the audience well 

before they started acting (De Marinis 245). This physical contortion was then 

accompanied by the deformation of the verbal elements of performance, with the 
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distortion of lexis, syntax, pronunciation, accent and intonation which we have 

seen are typical of commedia creativity. By means of such distortions, the actor 

managed to fascinate audiences, introducing them to an overtly subverted world 

which might give them an insight into the physicality of their own bodies. 

2.5 The language of commedia and Goldoni's dialect 

When the form of commedia dell'arte made its appearance in sixteenth-century 

Italian squares, there was no politically unified state that could be called Italy. The 

Italian peninsula had for centuries been divided and fractured into smaller states 

which had very little in common. Centuries of foreign invasions and changes in 

governance, language, and traditions had made each city and each village in the 

Italian peninsula individual and very different from its neighbours. Unlike France, 

Spain and Britain, where the development of a centralized monarchical state was 

well underway in this period, Italy was characterized by political and cultural 

fragmentation: from one city to another Italians obeyed different governments, 

venerated different saints, ate different food and spoke different vernaculars 

(Ferroni 322-30). 

From the beginning of the sixteenth century, a small educated class of men 

of letters had been advocating a national language based on literary Florentine's 

and claimed an `Italian' cultural identity based on Roman heritage but such 

common ground seldom went beyond the very small minority of Italians who, at 

" One of the complications of using literary Florentine as the standard was that it was a 
constructed and artificial language that was nowhere native, as commedia actor Perrucci pointed 
out The nella nostra Italia non vi sia chi perfettamente parla b cosa piü chiara del sole istesso' 
(Perrucci 108). 
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that time, could read and write. "' This schism between high and low culture in 

sixteenth-century Italy corresponds to an even greater rupture between written and 

spoken language. While literary Florentine - the language of Dante, Boccaccio 

and Petrarch - was identified as the model to follow for the written language, due 

to a lack of a common tradition of the language of conversation, it was rather 

more difficult to impose Tuscan as a medium of spoken communication. 

This lack of a common language of oral communication is the basis for the 

development of the multilingual form of the commedia dell'arte (Folena Il 

linguaggio del caos 120-22). In the first half of the sixteenth century, the com- 

media erudita, written in Tuscan or Latin, was a perfectly acceptable form as most 

theatrical entertainment took place behind closed doors in the secluded environ- 

ment of the Renaissance courts where audiences were made up primarily of 

princes and aristocrats, courtiers and men of letters. From the second half of the 

century onwards, however, with the progressive disappearance of the courts 

replaced by foreign rule, theatre audiences became less exclusive and more 

heterogeneous and the new bourgeoisie required a different type of comedy based 

on a more open and communicative language. The shift from commedia erudita to 

commedia dell'arte corresponds to what Maria Luisa Altieri Biagi describes as a 

movement from commedia del significato, based on intricate plots and character 

types and written in literary Tuscan, to the commedia del significante, a form of 

theatre focused on spectacle rather than story (Altieri Biagi 56-57), where people 

from different social and geographical backgrounds could seek enjoinment in 

16 Among the efforts of the letterati to sway Italian dominant culture towards a Tuscan-based 
language and a neoclassical ethics we find two very influential works: Baldassarre Castiglione's Il 
Cortegiano and Pietro Bembo's Prose della volgar lingua. For more information on the questione 
della lingua in the sixteenth century, see Marazzini pp. 262-70. 
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universal forms: the physical acrobatics of the actors and the musical sounds of 

the Italian dialects. Besides addressing the needs of a heterogeneous audience, 

commedia dell'arte encapsulated the multilingual experience of everyday life in 

Renaissance Italy: the coexistence of a variety of romance vernaculars within a 

limited geographical space. 

As Gianrenzo Clivio points out in his sociolinguistic study of the lan- 

guages of commedia dell'arte, the reconstruction of the types and forms of dialect 

used by commedia actors poses major methodological problems (Clivio 209). The 

few written records of commedia language that survive to this day are incomplete 

and difficult to interpret. However, drawing on the treatise written by commedia 

actors (Perrucci, Riccoboni and Scala), it is possible to sketch out an outline of the 

characteristics of the language used by each stock character (Clivio 210). 

The language of the innamorati, for instance, is described by Perrucci as 

`la lingua perfetta italiana' (Perrucci 163); in other words, a language that follows 

as closely as possible literary Tuscan and the language of the commedia erudita. 

This language should be acquired thorough careful reading and rote learning of 

dialogues and stock phrases. The process of acquiring the language made for an 

idiom which did not correspond to actual speech, and sounded bookish, artificial, 

stilted and pompous compared to the lively dialects of the masked characters. 

Although updated to eighteenth-century usage, the language of the innamorati in 

11 servitore still maintains many of the traits illustrated by Perrucci: 

CLARICE: Siete salvo, o mio caro? 
SILVIO: Ah, perfida ingannatrice! Caro a Silvio? Caro ad un amante 

schernito, ad uno sposo tradito? 

CLARICE: No, Silvio, non merito i vostri rimproveri. V'amo, v'adoro, vi 
sono fedele. 
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SILVIO: Ah menzognera! Mi sei fedele, eh? Fedeltä chiami prometter 
fede ad un altro amante? (II, vi) 

The choice of vocabulary is clearly Tuscan and high in register ('perfida 

ingannatrice'; `amante schernito'; `menzognera') and the form of address used is 

the formal `voi' in the typical Tuscan contraction v' ('v'amo'; `v'adoro') but the 

most interesting aspect of this passage lies in the grammar. Each line is both self- 

contained and complete according to written norms of language. As Gianfranco 

Folena noted, the main difference between literary Tuscan and a spoken dialect, 

say Venetian, lies in how well it is suited to different registers. While Venetian is 

a language ideally suited to dialogue and daily social interaction, Latin and 

literary Tuscan are languages suited to monologue and logical reasoning and 

writing. So while Venetian is primarily paratactic, with little or no subordination 

and a wealth of interjections and deictic references typical of casual conversation 

(the Venetian `ciacolar'), literary Tuscan uses hypotactic structures which are 

closer to the circumscribed grammar of Latin (Folena "L'esperienza linguistica" 

42). We can see an example of the hypotactic and self-contained nature of the 

language of the innamorati in the last line, `Fedeltä chiami prometter fede ad un 

altro amante', where the syntax is complicated by the inversion of the verb + 

complement word order (fedeltä + chiami as opposed to chiami + fedeltä) and the 

syntactic embedding of the non-finite clause `prometter fede ad un altro amante' 

as a further complement of chiami. Inversion and embedding are syntactic 

features typical of the complexity of literary Tuscan. 

Between the dialect of the masked characters and the literary Tuscan of the 

innamorati we find the hybrid language of the Dottore. Originally a mask that 

spoke `perfect Bolognese' (Perrucci 198-99), when moved outside the area where 
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that dialect was native, it had to be adjusted and simplified for ease of 

comprehension. Its peculiar phonetic traits - which include abundant consonant 

clusters and the dropping of unstressed vowels (Clivio 219) - made genuine 

Bolognese very difficult to understand for other dialect speakers. The identifica- 

tion of the Dottore with the Bolognese dialect was reduced and replaced by a 

mixture of Tuscanized Bolognese and incorrect Latin. The Dottore was in fact one 

of the most linguistically inventive masks of traditional commedia. His humour 

was characterized by a barrage of twisted language where single words, as well as 

entire sentences, were distorted for comic effect. In the nonsense world of this 

mask then, the high-sounding `medicina' (medicine) becomes the far less polite 

`merdesina' (a nonsense word which sounds like `merda' ('shit')), the 

authoritative `ordinar' (to order) becomes ̀ orinar' (to urinate), and the list goes on 

and on (Andrews Scripts and Scenarios 184). The Dottore in II servitore, 

however, is very far from the traditional mask: 

DOTTORE: Padrone mio, V. S. 6 arrivato un po' tardi. La signora Clarice 
l'ha da sposare mio figlio. La legge parla chiaro. Prior in tempore, 
potior in lure. (I, iv) 

Any relationship with the original Bolognese has disappeared and the variety used 

is standard Tuscan, although less pompous and exaggerated than the innamorati's. 

Goldoni's toning down of the verbal twisting of the traditional Dottore was 

certainly in tune with his attempt to reform commedia and rid it of the gratuitous 

vulgarity he thought would offend the new bourgeoisie audiences. The use of 

Latin quotations is kept by Goldoni but loses much of its original comedic 

strength because it lacks the accompaniment of exaggerated dialect and verbal 

twisting. The Dottore is certainly the least developed character in Il servitore and, 
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as we shall see in the following chapters, his verbal weakness makes him the 

subject of extensive rewriting in translation. 

In opposition to the language of the innamorati and recognition of the 

multiplicity of languages spoken in the Italian peninsula, we find the dialect of the 

zanni. Harlequin and Brighella, the two most famous servant figures, are usually 

associated with the rural and rustic dialect of the Bergamo valley, but in the 

practice of performance could assume any dialect of the peninsula. " The servant 

characters were in fact the main entertainers in the commedia scenari and as such 

they often changed the dialect they performed in to suit audience expectations - so 

in Naples they would speak Neapolitan and in Milan, Milanese and so forth. The 

role of the zanni was to construct a bond with the audience by making them laugh 

- their misunderstanding and mishaps made the audience laugh at them and their 

use of the local dialect made them laugh with them, at the exaggeration and 

stiltedness of the language of the innamorati. 

The original Bergamask dialect of the commedia degli zanni was often 

modified in the direction of Venetian, in order to make it more comprehensible, 

and this is the form that Goldoni uses in 11 servitore: 

TRUFFALDINO: Ben, son coritento; ma come disponeremio le vivande 
in tavola? 

BRIGHELLA: L'e una cossa facile. El camerier farä lu. 

TRUFFALDINO: No, amigo, me preme la scalcaria; tutto consiste in 
saver metter in tola ben. 

BRIGHELLA: Se metterä, per esempio, qua la soppa, qua el fritto, qua 
1'alesso e qua el fricandb (accenna una qualche distribuzione) 

TRUFFALDINO: No, no me piase; e in mezzo no ghe mett6 gnente? 
BRIGHELLA: Bisognerave the fessimo cinque piatti. (II, xiii) 

The Bergamask truncated first person singular of the verb `to be' `(me) sö' 

17 Perrucci states that the zanni could speak in `any language' ('in qualsivoglia lingua') (58). 
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becomes here the more rounded and nasal Venetian `(mi) son'; and the present 

conditional ending for the first person plural `-resem' is transformed into the 

Venetian lower class variant `-erave' (`bisognerave'). '$ The language of the 

servants in Goldoni retains very little of the original Bergamask. Their syntax, 

turn of phrases, vocabulary and idioms are modulated through the Venetian of the 

lower classes, which Goldoni so carefully observed and assimilated throughout 

his life frequenting the bars and streets of his city (Folena "Per un vocabolario" 

79). Goldoni's attention to those elements of language that immediately identify 

class, profession and character make his theatrical idiom rife with indirect 

references and indications for performance. Reto Roedel describes this aspect of 

Goldoni's language as `domestiche concretezze', linguistic choices which are 

based on the simple and yet concrete world of the working men and women, 

which stands in opposition to the philosophical abstractions of the love of the 

innamorati or the legal niceties of the Dottore (Roedel 895). This is the world 

where Goldoni's language finds its highest form, as in Le baruffe chiozzotte (The 

Chioggian Brawls), in the descriptive and communicative power of everyday 

dialect. With the selection of one word, `scalcaria', Goldoni taps into a whole new 

world, which is very remote from contemporary society, where `laying the table 

and serving food' becomes an art. By using the word `scalcaria', Goldoni 

identifies the key feature of Truffaldino's character: his obsession with food 

which translates into professional pride. Laying the table properly ('metter in 

tola') is the only activity that the otherwise careless servant tends to with 

compulsive precision. Truffaldino's use of the appropriate term for the art of 

18 For more information on the lexical and grammatical features of Bergamask, see Francia and 
Gambarini. 
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serving food is indicative of the importance that such activity has in the hierarchy 

of his duties. Despite his slapdash approach to his job, his flexible morality and 

his inclination to `embellish' the truth, when it comes to serving food he considers 

himself a professional. The ability of Goldoni's idiom to depict with a few words 

the key traits of the people around him and conjure up their world makes his 

Venetian dialect a powerfully performative language. 

If the language of the servant relies on the `domestiche concretezze' of 

dialect for characterization and performability, the idiom of Pantalone expands the 

domain of the Venetian dialect to all areas of social and professional activity. 

Unlike the other dialects which could, on occasion, be diluted for comprehension, 

the language of Pantalone had to correspond to actual Venetian with all its social 

variations, " as Perrucci himself suggests: 

Chi rappresenta questa parte ha da avere perfetta la lingua Veneziana, 

con i suoi dialetti, proverbi e vocaboli. (Perrucci 195) 

Pantalone's Venetian was not just the caricature of a regional speech, put on to 

call for laughter or bond with local audiences in the way of commedia. The 

language of the Venetian merchant was a fully-fledged theatrical language, which 

had to have in itself the flexibility to encompass the different registers required by 

the difficult role of the father-mediator. As the representative of the emergent 

19 The Venetian dialect occupied a very prestigious position in the hierarchy of the languages of 
the Italian peninsula because of the powerful role played by the Venetian State in the economic, 
political and cultural life of the region. Venetian was a fully-fledged language and it was used both 

as a language of conversation and as the language of government and institutions. As Goldoni 
himself reminds us in an often cited passage from the Memoires: `Cela n'empeche pas que cette 
langue ne soit susceptible de traiter en grand les matieres les plus graves et les plus interessantes; 
les Avocats plaident en Venetien, les harangues des Senateurs se prononcent dans la meme idiöme; 
mais sans degrader la majeste du Tröne, ou la dignitd du Barreau, nos Orateurs on I'heureuse 
facilite naturelle d'associer ä 1'eloquence la plus sublime, la tournure la plus agreable et la plus 
interessante. ' (Goldoni Memoires de Goldoni 1 256-57). All the quotations from Goldoni's 
Memoires in this thesis are given in the original French. 
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bourgeoisie, Pantalone is a social chameleon able to adjust his register according 

to the needs of the occasion and the interlocutor, ranging from the excessively 

pompous to the markedly plebeian (Clivio 212). But Pantalone is also the reposit- 

ory of Venetian popular wisdom and imagery, an aspect of the mask which went 

hand in hand with Goldoni's own sensibility: 

PANTALONE: Ghe xe anca una certa locanda sora el Canal Grando, in 
fazza alle Fabbriche de Rialto, dove the se magna molto ben; son stä 
diverse volte con certi galantomeni, de quei della bona stampa, e son 
stä cusi ben, the co me 1'arrecordo, ancora me consolo. Tra le altre 
cosse me recordo d'un certo vin de Borgogna the el dava el becco 
alle stelle. 

BEATRICE: Non vi 8 maggior piacere al mondo, oltre quello di essere in 
buona compagnia. 

PANTALONE: Oh se la savesse the compagnia the x6 quella! Se ]a 
savesse the cuori tanto fatti! Che sinceritä! Che schiettezza! Che 
belle conversazion, the s'ha fatto anca alla Zuecca! Siei benedetti. 
Sette o otto galantomeni, the no ghe x8 i so compagni a sto mondo. 
(II, xiv) 

Pantalone in II servitore is very markedly Venetian. The constant references to the 

geography of Venetian life ('sora el Canal Grando' `in fazza alle Fabbriche de 

Rialto' `Alla Zuecca') and the use of sayings ('un vin the dava el becco alle 

stelle') and expressions typical of the language of conversation (`galantomini, de 

quei delta bona stampa') make Pantalone's language a snapshot of the liveliness 

and conviviality of the Venetian idiom. Typical of the language of conversation is 

also the paratactic nature of Pantalone's language, which we discussed earlier in a 

comparison with the hypotaxis of literary Florentine. The structure of Pantalone's 

lines is fast and repetitive and is characterized by addition rather than subordina- 

tion ('Se la savesse the cuori tanto fatti! Che sinceritä! Che schiettezza! Che belle 

conversazion') which makes the language rhythmic and pleasing to the ear. 

The musicality of the Venetian language is partly due to its pronunciation. 
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What in Italian is pronounced as an unvoiced alveolar fricative /ts/ (as in cats and 

written with the grapheme `z' ('Venezia' /venet'tsja/), in Venetian becomes an 

unvoiced sibilant /ss/ (roughly mesh) and written with the grapheme `ss' 

('Venessia'). The voiced sibilant /z/ (as in zoo) is also common in Venetian, 

especially owing to the ubiquitous verb `to be' (`xe' for he/she; they). The 

prominence of sibilant and affricate sounds is one of the reasons behind the 

perceived musicality of this Italian vernacular. 

What is remarkable in Goldoni's use of the Venetian language is the way 

in which he has managed to maintain its oral and spoken nature on the page. The 

same words in Goldoni's plays have different spellings depending on the register 

of the language needed by a particular character or scene. The variety of forms, 

meanings and allusions that is typical of the free-flowing nature of spoken 

language is maintained by Goldoni in his plays, as Gianfranco Folena noted: 

Ma 6 sempre una stilistica aderente at parlato: le infinite sfumature e 

varianti risultano al lettore inavvertite o quasi, perche hanno del parlato 

tutta la naturale mobilitä e sono fondate sulla viva realtä del veneziano 

parlato, capace di trapassare senza soluzione di continuitä dal dialetto 

`sporco' al dialetto `pulito' alla lingua, di oscillare secondo i momenti 

espressivi (... ), fra abuo e avü e avudo, volü, voludo e volesto, fra patron 

e paron e padre e pare, fra fioi e fioli, niovo e novo, liogo e logo, tior e 

tor, faria e farave e via dicendo. (Folena "L'esperienza linguistica" 36) 

The language of commedia deli 'arte and the peculiar Venetian interpretation that 

we find in Goldoni's plays is a language that perfectly encapsulates the idiom of a 

society that was based on socialization and theatricality, where language was 

primarily about musicality, multiplicity of senses and allusions. 
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3 Whose original? Il servitore di due padroni: 
scenarios, published versions and performances 

In Chapter One we saw how the notion of `author' and `original' in contemporary 

discussions on translation has undergone a profound redefinition. By taking fully 

on board the complexity of the textual, socio-political and historical contexts in 

which much translation activity took place - from the Bible and medieval 

manuscripts to colonial and postcolonial experiences - it became impossible not 

to question absolute ideas of authorship and originality and then adopt a redefini- 

tion of the category of `author' as a constructed notion and a function of discourse 

(Foucault 124-25). The question of authorship was taken up again in our explora- 

tion of commedia dell'arte in Chapter Two where a tension (between oral and lit- 

erate forms) was uncovered at the core of commedia theatre. The reliance of com- 

media theatre on pre-existing stock characters and themes, reworked and varied 

through improvised performance, further challenges unproblematic notions of 

authorship and alerts us to the complex nature of commedia dell'arte-based texts. 

In this chapter, we shall put into practice what has been learnt so far and 

attempt to unearth the complexities behind Il servitore di due padroni as an 

original text. We shall consider the genealogy of the play, the historical context in 

which it was written and explore the notions of textual and performance authority 

that existed at the time of Goldoni. In the final part of the chapter, an attempt will 

be made to go beyond the textual dimension off! servitore as an original text and 
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consider the contribution that Giorgio Strehler and the Piccolo Teatro di Milano's 

productions of the play made to the redefinition and exporting of this classic of 

Italian theatre. 

3.1 The influence of Il servitore 

A very rapid survey of some contemporary encyclopaedias and anthologies of 

European and Western theatre will reveal that Goldoni's Servitore di due padroni 

is considered one of the representative texts of commedia dell'arte. ' This is 

mainly due to twentieth-century adaptations that important European directors 

such as Giorgio Strehler and Max Reinhardt have carried out in the mise en scene 

of Goldoni's play. As we shall explore in more detail later on in this chapter, 

Strehler's directorial work on Goldoni and the staging of the Piccolo Teatro di 

Milano company are particularly responsible for the construction of this image of 

II servitore as the quintessential commedia. However, if we look at the historical 

significance of Goldoni's comedy in the development of Italian theatre, we will 

see how Goldoni's Servitore was a text of passage that marked the end of 

commedia dell'arte theatre, which had become by then all form and mannerism, 

and hailed the beginning of a new type of realist drama. Ironically, the text that 

struck the final blow to commedia dell'arte and brought about the reform of 

Italian comic theatre is now performed abroad, as well as on the Italian stage, as 

the archetype of traditional commedia. 

1 Although the tendency among the encyclopaedias consulted is to class Goldoni's piece at the end 
of the development of commedia, the editors tend to view this text as an example of late 

commedia, rather than the first example of Goldoni's reform, which both Goldoni and commedia 
scholars on the whole tend to view it as. See Banham, Rischbieter, Hartnoll and Bentley. 
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If we examine it more closely, though, this phenomenon might not be as 

ironic as it seems at first sight. Goldoni's Servitore di due padroni is actually one 

of the few scenari to have been written out as a play for publication and included 

in his collected works. Sadly, because of its improvised nature, commedia 

dell'arte is, as we have seen, one of the least documented theatrical forms. 

Although a total of circa 800 scenari remain extant' (some published in 

collections of theatrical work - particularly Flaminio Scala's Teatro dellefavole 

rappresentative), Goldoni's Servitore remains the most translated and performed 

of the commedia scenari 3 Although written out for publication, however, the 

origin of II servitore was doubtlessly commedia dell'arte performance, as an 

account of the genealogy of the play will reveal. 

3.2 A synergy of actor and writer: Goldoni and Antonio Sacchi 

In the very early stages of his career, when he was contacted by Antonio Sacchi, 

one of the most famous Harlequins of the period, Goldoni had almost resigned 

himself to a life outside the theatre and had thrown himself into his work as a 

lawyer in Pisa, having some considerable success. ` But Sacchi's letter enlisting his 

services as a theatre writer was too much of a temptation: 

Au milieu de mes travaux et de mes occupations, une lettre de Venise 

vint me distraire, et met tout mon sang et tous mes esprits en mouvement; 

c'etait une lettre de Sacchi. Cc comedien etait de retour en Italie; il me 

savait 6 Pise, il me demandait une comedie, et il m'envoyait meme le 

2 For a detailed analysis of the extant commedia dell'arte scenari, see Richards and Richards. 
3 According to the most recent survey in 1988, the translations of I1 Servitore in all languages 
amounted to around 70. See Mangini Studi Goldoniani p. 34. 
4 The historical information on Goldoni's life and on his relationship with Sacchi reported here has 
been drawn principally from Alberti, Ferrone Carlo Goldoni and Ferrante Goldoni. 
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sujet sur lequel il me laissait libre de travailler ä ma fantaisie. (Goldoni 

Memoires de Goldoni 1225) 

At the time of his first interaction with Goldoni, Antonio Sacchi was the most 

renowned commedia actor in Europe. He had just returned from a tour of Russia, 

where he had been performing for three years, and since his return to the Teatro 

San Samuele in Venice, he had been keen to revive his fame in Italy. Sacchi had 

chosen Goldoni as his `poet', with the aim of giving literary credibility to his 

comedy, and he had also provided Goldoni with a subject, a scenario, which 

Goldoni was free to elaborate on. 

The scenario that Sacchi had sent to Goldoni was a classic of Comedie 

Italienne which had been written in Paris by Jean Pierre des Ours de Mandajors 

during the summer of 1718. Although written and published in French, ' it was 

performed/improvised in Italian at the Comedie Italienne during the first half of 

the eighteenth century. ' This and Goldoni's play have very little in common. The 

plotline is substantially different, the classic servant pair of Mandajors' scenario 

is condensed into one servant in Goldoni's Truffaldino and the ending moves 

from the stereotypical commedia on-stage beating of the disobedient servant to a 

return to order in a happy ending for all the characters. Goldoni's version differs 

from the French scenario also from the point of view of the characterisation of 

Truffaldino. From his eighteenth-century perspective, which was imbued with the 

rationalism of scientific quests, Goldoni presents a Truffaldino that moves away 

S It was originally published in August 1718 in Nouveau Mercure and then again by Riccoboni in 

the first volume of his Nouveau Theatre Italien (1729). The text of the scenario I consulted is the 

one published in an appendix to Di Francia, alongside a very useful contrastive analysis of the 

scenario and Goldoni's text. For a detailed account of the origins of the scenario, see Maddalena 
"Kota storica' al Servitore". 
6 It was a characteristic of Comedie-Italienne that it was written in French by well-known 
playwrights of the Comedie-Francais such as Marivaux and Fuzelier and then performed in Italian 
by the Italian players. Some plays of the second wave of Italian theatre in Paris, such as Fuzelier's 
La Meridienne, even exploited this bilingual aspect for malapropisms and ironic asides. See Trott. 
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from the grotesque and supernatural mask of the traditional Harlequin to present a 

more naturalistic servant. Though still obsessed with food and always intent on 

complicating his masters' affairs, the mishaps of Goldoni's Truffaldino do not 

seem to come from a wicked, diabolical mind but rather from the genuine hope- 

lessness of the simple servant' 

Unlike many actors who wanted to have control over the text and provided 

the writer with detailed requirements for the scenario, Sacchi seems to have 

trusted Goldoni enough to give free rein to his creativity (`il me laissait libre de 

travailler ä ma fantaisie'). Such creative freedom, however, did not correspond to 

a full control over the content of the play. Due to the nature of commedia 

performance, Sacchi, who played the first zanni, would have been improvising his 

part and would have therefore had the freedom to modify Goldoni's text at will. 

Goldoni's first version of the play, prepared for the 1745 performance in 

Milan, was made up of a collection of the parti Serie (the parts of the unmasked 

characters) plus a scenario, the plot summary, which would be used by the comic 

characters - led by Sacchi himself -a soggetto, as a springboard for improvisa- 

tion. Although the original scenario is no longer extant, 8 Goldoni's own descrip- 

tion of this first version is very revealing: 

A riserva di tre, o quattro scene per Atto, le piü interessanti per le parti 

serie, tutto il resto della commedia era accennato soltanto, in quella 

maniera, the i commedianti sogliono denominare a soggetto; cioe uno 

scenario disteso, in cui accennando il proposito, le traccie, e la condotta, 

e il fine de' ragionamenti, the dagli attori dovevano farsi, era poi in 

libertä de' medesimi supplire all'improvviso con adatte parole, e acconci 

For a detailed reading of the influence of the rational ethos of the enlightenment on Goldoni's Il 
servitore, see Ferrante "Notarella". 
8 For information on the extant eighteenth-century editions of the play, see Maddalena "Kota 
storica' al Servitore". 
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lazzi, spiritosi concetti. (Goldoni "L'autore a chi legge. Prefazione a I! 

Servitore di due padroni. " 154) 

This passage summarizes very neatly the division of labour between writer and 

actors of commedia theatre at the time of Goldoni. The writer's task was to 

provide a sketch ('accennando') of the occasion of the piece ('il proposito'), the 

outline of the plot ('le tracce'), the attitude of the characters (`la condotta') and 

finally the purpose of each speech (`il fine dei ragionamenti') 9 The task of 

constructing those speeches and bringing the story forward belonged to the actors, 

who were required to fill in the gaps of the scenario through improvisation 

('supplire all'improvviso') with appropriate words ('adatte parole') suitable 

physical gags ('acconci lazzi') and witty remarks ('spiritosi concetti'). 1° 

Issues of authorship and creative input are intertwined here in the 

collaboration between Goldoni and Sacchi. Their relationship and the develop- 

ment of Il servitore from scenario to play can be seen as an example of the 

complex mixture of creative and authorial input of author and actor and as an 

indication of the reliance of commedia texts on orality and performance. The 

composition of the written materials (scenario and parti Serie) was also predicated 

on a careful observation of performance: 

Me voila, e disais-je ä moi-meme, me voila ä mon aise; je puis donner 

l'essor ä mon imagination; j'ai assez travaille sur de vieux sujets, ii faut 

creer, il faut inventer; j'ai des acteurs qui promettent beaucoup; mais 

pour les employer utilement, il faut commencer par les etudier: chacun 

9 'Ragionamento' is used here in its archaic meaning of the act of speaking (`favellamento') in 
accordance with eighteenth century usage as documented by the fourth edition of the Dictionary of 
the Accademica della Crusca (1729-1748). 
10 The peculiarly Italian notion of 'concetto' appeared in England in the eighteenth century to 
indicate `A fanciful, ingenious, or witty notion or expression' (OED online). The English 'conceit' 
was also used in this period often as a synonym for witty remark. See, for instance, Samuel 
Johnson's use of the word in The Rambler: `Sometimes I drew the conversation up... to a proper 
point, and produced a conceit which I had treasured up' (OED online). 
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son caractere naturel; si l'auteur lui en donne un ä representer qui soit 

analogue au sien, la reussite es presque assure. (Goldoni Memoires de 

Goldoni 1172) 

Tailoring character to actor was a tradition of commedia dell'arte. The identifica- 

tion of the actors with their characters went so far that the actors themselves came 

to be known by the names of the character with whom they were associated. " 

Working with traditional masks, a pre-existent plot-summary and a well- 

established company of 'actors who, used to working together in their respective 

roles, had developed their on-stage personas to interact with one another, 

Goldoni's task of providing a commedia script does not seem to leave much space 

to creativity. However, in the above passage from his Memoirs, he talks about 

giving `free rein to his imagination' (je puis donner 1'essor a mon imagination') 

and needing to `create and invent' the characters (`il faut creer, il faut inventer') 

on the basis of a `careful study' of the actors at hand (`il faut commencer par les 

etudier'). It is clear from this passage that Goldoni's notions of `originality' and 

`creativity' are substantially different from our contemporary understanding, 

which we inherited to a large extent from the Romantics. Goldoni's creative space 

was delineated by pre-existing written materials on the one hand (the French 

scenario) and centuries of performance tradition on the other (the craft of the 

commedia actors). 

Goldoni's enthusiasm at Sacchi's proposition did not only stem from 

having been given another chance to write for the theatre, but it was mainly due to 

the fact that the request had come from the very actor whom Goldoni held more 

11 Antonio Sacchi was known as Truffaldino because that was the name he had adopted in his 
interpretations of the first zanni. For more information on the practice of commedia actors taking 
on the name of their character in Goldoni's time, see Fido. 
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than any other in the utmost esteem. Author and actor were looking for each 

other's talent to produce a successful comedy. The theatrical prowess of the actor 

needed a literary canvas on which to exercise and the literary talent of the writer 

required an actor on which to model his characters and hang his version of the 

plot. As we have seen in our discussion of commedia characters, materials and 

acting styles in the previous chapter, the interaction between writing and 

performance is at work at different levels in the production of commedia. As 

Walter J. Ong points out, in our cultural production, speech and writing are not 

separate entities but they coexist with one another (Ong Orality and Literacy: the 

Technologizing of the Word). In the particular case of early modern Italy, when 

the conventions of the commedia form were first developed, these two poles 

tended to overlap and cooperate, though remaining separate and maintaining their 

basic integrity (Ong "Oral Residue in Tudor Prose Style" 145). In a similar way, 

Sacchi and Goldoni cooperated and took inspiration from one another, maintain- 

ing the separate roles of actor and author but, as we shall see below, their 

respective work bore the traces of the work of the other. Goldoni's scenario was 

modelled on Sacchi's acting style and his on-stage persona and Sacchi's 

improvisation was influenced by the dramatic choices of Goldoni's scenario. 

Sacchi's own style, which valued improvisation and a special relationship with his 

public, was one of the deciding factors for Goldoni: 

Sacchi avail l'imagination vive et brillante; iljouait les comedies de fart, 

mais les autres arlequins ne faisaient que se repeter; Sacchi, attache 

toujours au fond de la scene, donnait par ses saillies nouvelles et par des 

reparties inattendues, un air de fraicheur ä la piece, et ce n'etait que 
Sacchi que I'on allait voir en foule. (Goldoni Memoires de Goldoni I 

182) 
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Sacchi's Truffaldino, Goldoni maintains, was different from his fellow zanni. He 

was one of the few remaining Harlequins who, in the mid-eighteenth century, 

attempted to continue the tradition of the old craft. Unlike most commedia actors 

of the time, who had transformed the art of improvised comedy into the mechanic- 

al repetition of predictable lazzi, Sacchi, thanks to his profound knowledge of the 

art of commedia, had managed to move away from what Taviani called `the 

phoney mannerisms of late commedia"2 and to enliven the performance through 

improvisation with newly-coined witticisms ('ses saillies nouvelleset') and 

unpredictable remarks ('des reparties inattendues'). But this is not the only reason 

why Goldoni admired him, as he continues in the Memoirs: 

Ses traits comiques, ses plaisanteries n'estaient pas tirees du langage du 

peuple, ni de celui des comediens. Il avait mis ä contribution les auteurs 

comiques, les poetes, les orateurs, les philosopher; on reconnaissait dans 

ses impromptus, des pensees des Seneque, de Ciceron, de Montaingne; 

mais il avait fart d'approprier les maximes de ces grands hommes ä la 

simplicite du balourd; et la meme proposition, qui etait admiree dans 

l; auteur sereux, faisait rire sortant de la bouche de cet acteur excellent. 

(Goldoni Memoires de Goldoni 1182-83) 

Sacchi was an experienced and above all an educated actor; he was well-read and 

familiar with the classics and when he improvised he would draw on that fund of 

knowledge to colour his zanni speeches, thus achieving the double effect of 

pleasing both the masses and the more sophisticated bourgeois viewers 

(Maddalena "'Nota storica' al Servitore" 623-24). His Harlequin was very remote 

from the grotesque medieval servant of the early mask, characterised by 

animalesque features and appetites; Sacchi spoke the maxims of the great orators 

'Z The Italian reads: `il manierismo lezioso della tarda commedia' (Taviani and Schino 186-87). 
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and adapted them to the simplicity of the fool (`la simplicite du balourd'), a 

technique which produced, according to Goldoni, an edifying effect on the 

masses. In some way, Goldoni's admiration for Sacchi derived from the recog- 

nition that the actor was doing on stage what the young Venetian had been 

planning to do with his writing. Goldoni, like a number of theatre writers and 

practitioners in the eighteenth century, was well aware of the impending decline 

of the commedia dell'arte and called for a reform of Italian theatre away from the 

medieval and carnevalesque masks and in the direction of their bourgeois 

equivalent, the `characters': 

Allons, continuai-je dann mes reflexions; voici le moment peut-titre 

d'essayer cette reforme que j'ai en vue depuis si long-temps. Oui il faut 

traiter des sujets de caractete; c'est lä la source de la bonne comedie: 

c'est par lä que le grand Moliere a commence sa carri8, et est parvenu ä 

ce degre de perfection, que les anciens n'ont pas encore egale. (Goldoni 

Memoires de Goldoni 1172-73) 

The reliance of Italian comedy on the traditional masks of the commedia was seen 

by Goldoni as one of the main reasons for the lack of a dramatic tradition and of a 

true Italian national theatre. The predominance of the independent actor-led 

company over the playwright was perceived by Goldoni as deleterious to the 

status of the commedia among the other arts. Looking at examples from the 

ancient past and with the help of well-read commedia actors such as Sacchi, the 

young Goldoni was starting to envisage a new era for Italian comedy. 
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3.3 The two souls of Il servitore: the commedia giocosa and the 

commedia romanzesca 

The synergy between author and actor which we have seen at work in the collabo- 

ration between Goldoni and Sacchi is reflected in the dramatic structure of the 

play itself. Within the text of 11 servitore coexist two separate plays, which often 

intersect with one another, but are still clearly identifiable as separate entities. 

Guido Davico Bonino fittingly described these two strands as commedia giocosa 

and commedia romanzesca (x). The commedia giocosa, literally `playful comedy', 

is a term used by Goldoni himself to identify that genre of comedy which has 

been traced back to the Greek Altellan farce and is centered on the character of the 

servant. The commedia romanzesca, literally `romantic comedy' in the 

eighteenth-century sense of the term, has many similarities with the comedie 

larmoyante, the `tearful comedy' so popular on eighteenth-century French and 

English stages, and involves all the other characters in the play. 

In the scene-by-scene table of Act I below (Table 3.1), I have identified 

and highlighted in yellow the elements of the plot that refer to or depend on 

Truffaldino's actions and correspond to the commedia giocosa. The non- 

highlighted sections are those related to the development of the romantic plot and 

correspond to the commedia romanzesca: 

Table 3.1 - Commedia giocosa and commedia romanzesca in Act I of 11 servitore 

Scene I Opening Scene with Pantalone, Dottore, Clarice, Silvio and Brighella. 
Pantalone announces the engagement of Clarice and Silvio made 
possible by the sudden death of her previous fiancee Federigo Rasponi. 

Scene 2 Truffaldino enters. He flirts with Smeraldina and misunderstands Panta- 
lone's questions. He eventually replies correctly, introduces himself and 
announces the arrival of his master Signor Federigo Rasponi of Turin. 
Pantalone and the others affirm that this is impossible and that Federigo 
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is dead. Truffaldino is taken aback and finally leaves to check on his 

m aster. 

Scene 3 Truffaldino exits. Beatrice enters impersonating Federigo and produces 
evidence that she is her brother. Brighella recognises her as Federigo's 
sister but does not tell the other characters. Pantalone promises Clarice's 
hand to Federigo. Silvio threatens revenge. 

Scene 4 Silvio, Beatrice and the Dottore exit. Pantalone and Beatrice discuss the 
dowry and Beatrice agrees to send her servant (Truffaldino) to collect an 
advance on the dowry. 

Scene 5 Pantalone exits. Beatrice explains her disguise to Brighella and asks him 
to keep her secret. 

Scene 6 Beatrice and Brighella exit. Change of scene to outside the inn. Truffal- 
dino, waiting, complains about his master and his perennial hunger. 

Scene 7 Florindo arrives with a servant carrying his trunk. 

Scene 8 Truffaldino offers his services to Florindo and finds himself a second 
master. Florindo sends Truffaldino to fetch his letters at the post office. 

Scene 9 Beatrice, dressed as Federigo, arrives at the inn with Brigella and sends 
Truffaldino to the post office to fetch her letters. 

Scene 10 Truffaldino's monologue. Then Truffaldino meets Silvio, who asks him 
to go and fetch his master at the inn. 

Scene 11 Truffaldino brings his second master, Florindo, to Silvio. Silvio apolo- 
gizes and tells Florindo that he was looking for another man, Federigo 
Rasponi. Florindo tells him that he knows that Federigo is dead and 
Silvio replies that he saw him alive earlier that day. 

Scene 12 Florindo reveals in a monologue that he killed Federigo in Turin and 
that he is in love with Federigo's sister Beatrice. 

Scene 13 Truffaldino gives Florindo his letters, among which he finds Beatrice's 
letter. Florindo questions Truffaldino about the letter. Truffaldino 
replies that he has picked up those letters on behalf of a friend, Pasquale. 
Florindo opens the letter, discovers that Beatrice is also in Venice and 
sends Truffaldino to fetch the servant Pasquale. 

Scene 14 Lazzo. Truffaldino attempts to reseal the letter with bread. 

Scene 15 Truffaldino gives the letter to Beatrice, who sees that it has been opened 
and asks him who did it. Truffaldino explains that he thought it was 
addressed to him. Beatrice tells Truffaldino to take her clothes out of the 
trunk and gives him the key. 

Scene 16 Pantalone enters and gives Truffaldino a bag of money for his master. 

Scene 17 Truffaldino mistakenly gives the money to Florindo. 

107 



Scene 18 Pantalone tries to convince his daughter to marry Federigo. Clarice 
reiterates her love for Silvio and her dislike for Federigo. 

Scene 19 Beatrice, as Federigo, arrives at Pantalone's house. Pantalone discovers 
that Federigo has not received the bag with the money. Pantalone asks 
Clarice to keep Federigo company. 

Scene 20 Beatrice confesses to Clarice that she is in fact Federigo's sister and that 
she is in Venice looking for her beloved Florindo. Clarice understands 
and promises to help her and keep her secret. 

Scene 21 Pantalone, happy to see that Beatrice/Federigo and Clarice are getting 
along well, decides to organise the wedding for the following day. 

Scene 22 Beatrice asks Clarice to keep her secret a little longer. 

Truffaldino's actions constitute over half of the overall plot and they all function 

as excuses for some `comic business', either in the form of misunderstandings or 

opportunities for physical gags (lazzi). The misunderstanding between Truffaldino 

and Pantalone (Act I, sc. ii), the lazzo of the sealing of the letter with a piece of 

bread (I, xiv) and Truffaldino's attempt to read Clarice's message to impress 

Smeraldina (II, xvii) are all examples of the gag-driven nature of the commedia 

giocosa, whose main purpose was to provide a canvas for the comic genius of the 

commedia dell'arte comedian. 

The author of the commedia giocosa then was, for its very nature, the actor 

himself, in our case Antonio Sacchi. Sacchi invented new and different gags 

all'improvviso according to the type of venue and audience he was playing for. 

Besides misunderstandings and lazzi, Truffaldino's other characteristic for comic 

effect is that of lying and inventing stories to cover up his mistakes with the result 

of creating even more mayhem. In Act I scene xiii, for instance, Truffaldino is put 

on the spot by one of his masters (Florindo) who sent him to collect some letters 

from the post. Truffaldino, who has been to the Post but being illiterate is unable 
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to distinguish which letter is addressed to which of his masters, launches into one 

of his make-it-up-as-you-go-along stories to avoid being found out: 

TRUFFALDINO: Adesso, signor. (Son imbroiado. ) (da se) Ghe dirt, 
signor. Ste tre lettere no le vien tutte a V. S. Ho trovä un servitor the me 
cognosse, the semo stai a servir a Bergamo insieme: gh'ho dit the 
andava alla Posta e el m'ha pregä the veda se gh'era niente per el so 
padron. Me par the ghe ne fusse una, ma no la conosso piü. (I, xiii) 

The invention of the servant friend is a comedic device which will provide several 

opportunities for misunderstandings throughout the play, but it is also fundament- 

al for the development of the `comedy of errors' plot. Key to the success of such a 

device on the stage is the ability of the actor playing the servant to elaborate a 

braccio, without a script, inventing at every performance new and ever more intri- 

cate and fanciful explanations, the bare bones of which still survive in the play: 

FLORINDO: Chi 6 questo tuo camerata, the ti ha dato una tale 
incombenza? 

TRUFFALDINO: L'8 un servitor... the gh'ha nome Pasqual. 

FLORINDO: Chi serve costui? 

TRUFFALDINO: Mi no lo so, signor. 

FLORINDO: Ma se ti ha detto di cercare le lettere del suo padrone, ti 
avrä dato il nome. 

TRUFFALDINO: Naturalmente. (L'imbroio cresce) (da se) 
FLORINDO: Ebbene, the nome ti ha dato? 

TRUFFALDINO: No me l'arrecordo. 

FLORINDO: Come! 

TRUFFALDINO: El me 1'ha scritto su un pezzo di carta. 

FLORINDO: E dov'e la carta? 

TRUFFALDINO: L'ho lassada alla Posta. 

FLORINDO: (lo sonn in un mare di confusioni. ) (da se) 
TRUFFALDINO: (Me vado inzegnando alla meio) (da se) 

FLORINDO: Dove sta di casa questo Pasquale? 

TRUFFALDINO: Non lo so in verita. 

FLORINDO: Come portai recapitargli la lettera? 

TRUFFALDINO: El m'ha dito the se vedremo in piazza. 

109 



FLORINDO: (Io non so the cosa pensare. ) (da se) 

TRUFFALDINO: (Se la porto fora netta, l'e un miracolo. ) (da se) (I, xiii) 

At the core of this passage and of the humour of Il servitore is the most ancient 

ingredient of commedia, which it inherited from the mountebanks and the com- 

media degli zanni -a direct relationship with the audience based on a humorous 

sense of collusion. Truffaldino's constant movement in-and-out of the play 

through monologues to the audience (I, vi; I, ix) and a constant array of asides 

(`L'imbroio cresce'/ `Me vado inzegnando alla meio'/ `Se la porto fora netta, l'e 

un miracolo') builds a relationship of complicity between actor and spectator. 

This complicity and proximity of actor and spectator is sought after by comedic 

theatre as a return to the origin of theatre, when actor and spectator coexisted: 

Originally, actor and spectator coexisted in the same person; when they 

separated, when some became specialised into actors and others into 

spectators, then theatrical forms, as we know them today were formed. 

(Augusto Boal qtd in Rudlin Commedia dell Arte: An Actor's Handbook 

2) 

The commedia actors, who constructed their profession upon pre-existing folk 

forms of improvised street performances, identified their profession with their 

ability to construct, through improvisation, a relationship of collusion with the 

spectator. And this ability is what allowed them to build and retain for such a long 

time the creative freedom to do theatre without having to rely on a script, or a 

writer. 

The creative freedom enjoyed by commedia actors was, however, disliked 

by Goldoni. One of the most important consequences of his new approach to 

Italian comedy was his censoring of the zanni's speeches. In fact, one of the 

reasons that he decided to get involved in the writing of commedia scenari was his 
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disappointment at the vulgarity and obscenity that were commonplace in 

Harlequin performances. From the perspective of an eighteenth-century literary 

man with neoclassical inclinations, the crudeness and earthiness of the grotesque 

and medieval servants was seen as a throwback to an obscure and unenlightened 

past which should be discarded. But the other side of Goldoni's personality, that 

of the man of the theatre and the cautious bourgeois who always looked for a 

compromise between two extremes, made him aware of the fact that a reform of 

such deeply-rooted practices would need to be implemented over time. And that is 

why, in his foreword to the first publication of IZ servitore for the Florentine 

publisher Paperini" in 1753, we find an admonition to all the actors who are going 

to take on the part of Truffaldino: 

Prego perb que' tali, the la parte del Truffaldino rappresenteranno, 

qualunque volta aggiungere al suo vi volessero, astenersi dalle parole 

sconce, da' lazzi sporchi; sicuri the di tali cose ridono soltanto quelli 
della vil plebe, e se ne offendono le gentili persone. (Goldoni Le 

Commedie) 

The actors should then avoid using `obscene words' and `filthy lazzi' in order not 

to offend any `civilised' person. In his attempt to raise the literary status of 

commedia, Goldoni was trying to take it away from its roots in popular 

entertainment - only appreciated by the vile mob - and move it into the middle- 

ground arena of the emergent bourgeoisie. 

Rewriting and adapting old scenarios for the benefit of a troupe or a single 

Harlequin was common practice in the theatre at the time of Goldoni. From the 

13 Goldoni's version of the play was written out for publication first for the Florentine publisher 
Paperini, and a few years later, in a slightly revisited version, for the Venetian printer Pasquali as 
part of Goldoni's authorised collected works. For the differences in the versions of the text in the 
Pasquali and Paperini editions, see Maddalena "Nota storica' at Servitore" pp. 37-42. 
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eighteenth century, in fact, the capocomici were starting to move away from 

Scala's idea of the self-sufficient actor, able to be totally independent from writers 

in the creation of their shows and had started to turn to the men of letters for the 

production of their scenari. However, unlike authors of commedia erudita, com- 

media dell'arte writers had on the whole very little freedom in their creative 

choices and were often simply regarded as hacks who would provide the raw 

material to the lead actor who would then make it into a piece of theatre. " As we 

have seen in our discussion of the scenario in Chapter Two, the text was seen and 

perceived by commedia actors as one of the props that they needed in order to pro- 

duce their performance, one of the starting points for the creation of their show. 

Moreover, because commedia plots were repeated ad-infinitum and 

complicated by intricate sub-plots and the characters were paired up according to 

pre-established formulae, the writer's input to the production of commedia theatre 

was on the whole very mechanical. The creativity of commedia resided principally 

with the actors, with the unique and dazzling magic that they managed (or at times 

failed) to create on the stage. 

Goldoni had then found a way to limit the actor's freedom to alter the text 

at his will by publishing the scenario as a fully written text. By including his 

version of Il servitore in his collected works, he produced for the first time in the 

history of that scenario an authoritative version. 11 servitore moved from the 

status of text, in Roland Barthes' taxonomy, to that of work (Barthes 156). In 

other words, by making it into a published work, Goldoni was transforming the 

14 Great actor-entrepreneur of the second wave of Comedie-Italienne, Luigi Riccoboni, signals the 
lack of true poets as the primary cause for the non-existence of Italian comedy as a literary genre: 
`manca la commedia all'Italia per difetto d'autori, non avendo not dagli antichi the favole viziose, 
e non trovandossi alcun modemo the scriva' (Riccoboni 12). 
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scenario from an object that was open to interpretation and rewriting and was 

approached through `play, activity, production and practice' (Barthes 162) into an 

object that was constructed to contain in itself the tools for its own interpretation 

and performance, as we can see from Goldoni's own words in the prologue to the 

first edition: 

Affaticato mi sono a distendere tutti i lazzi piü necessari, tutte le piü 

minute osservazioni, per renderla facile quando mai ho potuto, e se non 

ha essa il merito della critica, della morale, dell'istruzione, abbia almeno 

quello di una ragionevole condotta e di un discreto ragionevole gioco. 

(Goldoni "11 servitore di due padroni" 5) 

Goldoni's intention was to limit the interpretative freedom of the actor by 

prescribing a correct way of approaching not only the interpretation of 

Truffaldino's speeches, which were bowdlerized of any `indecent' language, but 

also Truffaldino's performance of the zanni's lazzi. In order to control the 

subversive force of actorial performance, which was always different and difficult 

to censor because of its fleeting nature, the author Goldoni tried to impose onto 

the interpretation of Truffaldino the finite and controlling power of the written 

work. Unfortunately, it was exactly Goldoni's theatrical reform, which professed 

the importance of the dramatic text over actorial interpretation, the superiority of 

characters over masks, which brought the gradual substitution of improvised with 

premeditated performance, and thus declared the final stage of the decline of the 

commedia dell'arte. 

Goldoni's decision to write out the text of II servitore in full - and not just 

the parts of the parti Serie - is a clear example of the complex interaction between 

actors and writer where the playwright attempts to affirm his creative role over the 
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unruly forces of performance. However, in this case, as in those of many Italian 

plays right up to the present, it is not so much a question of literature having the 

better of performance but, rather, a matter of authority. In this case, although we 

are considering a written work, which bears the name of Goldoni and carries the 

weight of that name, the interpretation of the role of Truffaldino which we find in 

the published version of Goldoni's Servitore is not Goldoni's but Sacchi's. In 

other words, the accepted authoritative version of the zanni's performance and his 

lazzi did not come solely from the writer but also from the actor on whom the 

writer based his character. I believe it is vital, especially from the point of view of 

the analysis of the translations of 11 servitore, to view Il servitore as a combination 

of what Worthen described very poignantly as two vessels of authority: the 

authority of the text and that of the performance (Worthen). We have already 

begun to see in the history of the interactions between Goldoni and Sacchi the 

germs of this dual tradition of interpretation of the play: the actorial/directorial 

interpretation and the literary one. 

3.4 The authority of the mise en scene: Giorgio Strehler's 

Arlecchino 

If Goldoni and his publication of Il servitore contributed to the decline of com- 

media dell'arte and the creative freedom of the commedia performer, a little less 

than two centuries later commedia dell'arte and Goldoni's Servitore would be 

among the driving forces behind the rebirth of the theatre of improvisation and a 

new beginning for the creativity of the actor. The rediscovery of commedia 

dell'arte in the first two decades of the twentieth century lent theatre practitioners 
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a form that would help them move away from the slavish performance of classical 

drama (Rudlin Commedia dell Arte: an Actor's Handbook 3), as Mayerhold 

declared: 

The actor may get bored with perfecting his craft in order to perform in 

outdated plays; soon he will want not only to act but to compose for 

himself as well. Then at last we shall see the rebirth of the theatre of 

improvisation. (Braun 27) 

The focus on commedia brought a shift in the chief preoccupations of theatre 

practitioners - Copeau in France, Gordon Craig in Britain and Mayerhold in 

Russia - from the dramatic text to the pre-eminence of the actor and the actor's 

role and paved the way to the major innovations of twentieth-century theatre 

(Rudlin Commedia dell Arte: an Actor's Handbook 4-9). 

In Italy, the birthplace of commedia dell'arte, due to the stifling impact of 

the fascist dictatorship on the arts, the rediscovery of commedia traditions arrived 

much later, after the Second World War, and ironically, Goldoni's Servitore was 

one of the plays that inspired and initiated a process of rebirth of performance-led 

theatre (Lapini 81-83). Giorgio Strehler, founder and director of the Piccolo 

Teatro di Milano, describes the circumstances around their first production of 11 

servitore: 

Sette anni fa, il nostro Arlecchino segnava in Europa, alla fine di una 

sanguinosa guerra the avave ceduto il suo inevitabile debito di sconforto 

e di disperazione per tanti, il ritrovamento di alcuni eterni valori di poesia 

e al tempo stesso di un messaggio di fiducia per gli uomini attraverso la 

liberazione del riso piü aperto, del gioco piü puro. Era il teatro che, con i 

suoi attori, ritornava (o tentava di ritornare) alle fonti primitive di un 

avvenimento scenico dimenticato... era il teatro the riscopriva (se cost si 

pub dire) un sua epoca gloriosa: la commedia dell'arte, non piü come 
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fatto intellettuale, ma come un esercizio di vita presente, operante. 

(Strehler Un segno di continuitä) 

In 1947 Giorgio Strehler and theatre critic Paolo Grassi founded the Piccolo 

Teatro di Milano theatre. Their idea was to create a partly state-funded theatre, a 

teatro stabile, which would help to counter the prevailing decadence of Italian 

mainstream theatre and bring the best of European dramatic literature to Milan 

and its citizens (Piccolo Teatro di Milano 1947: Nasce il Piccolo Teatro di 

Milano). Galvanized by the new neo-Marxist legacy of the resistance and inspired 

by the democratic vision pursued by Copeau in his Ecole du Vieux-Colombier, 

Strehler and Grassi decided to engage in the rediscovery of classical texts with the 

aim of serving a social purpose by reaching a more heterogeneous audience. 

Goldoni was a controversial choice at the time's because he was extremely 

unpopular both with audience and critics, but Strehler saw in II servitore not so 

much a dramatic text to adapt for the stage as the chance to reacquaint himself, his 

actors and Italian theatre with their roots in popular entertainment and the 

commedia dell 'arte. 16 

Strehler's approach to the staging of II servitore was based on an idea of 

the theatre as an egalitarian activity, where director, actors, set-designers and all 

the other members of the company contributed, in equal measure though in 

's Giorgio Strehler writes with regard to this: `Dire in un teatro italiano the si sarebbe 
rappresentata un'opera di Goldoni, significava ritrovarsi con il teatro vuoto. La nostra 6 stata una 
battaglia - per voi difficile da immaginare - una battaglia violenta contro la tradizione delta cattiva 
rappresentazione del teatro di Goldoni, the aveva portato questo straordinario autore lontano dal 
pubblico'. (Strehler "Goldoni e il teatro" 32) 
6A collection of Strehler's writings on his productions of Arlecchino was edited by Flavia 

Foradini and published in 2004 and is an extremely valuable source of information (Giorgio 
Strehler). A wealth of multimedia material on the productions can also be found at the Piccolo 
Teatro di Milano Archive, now available online at http: //archivio. piccoloteatro. org/eurolab. John 
Rudlin, in his actor's handbook on commedia deli 'orte, provides a very useful overview of the 
main versions of Arlecchino in English in his Commedia dell'Arte: an Actor's Handbook pp. 191- 
99. 
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different form, to the making of the production. " Their idea was not just to 

reconstruct a commedia performance but to recreate the performance conditions of 

commedia dell'arte which they hoped would help them create a new bond 

between the performers and the audience. 

This process of exploration involved long months spent studying the use 

of masks and the consequences of masked acting on gestures, voice, intonation 

and speech rhythms and on the all-important question of the masked actor's gaze 

(Guazzotti 22-24). The actors at the same time began an intense physical training 

to be able to perform the acrobatics typical of commedia performance. But the 

actor's training was not limited to the ability to perform acrobatics. Actors had to 

understand the motivation behind each piece of physical theatre. In the same way 

that actors of psychological realism looked for motivation behind a character's 

action, the Piccolo actors began to look for reasons behind each of their move- 

ments. And the mise en scene was constructed around the discoveries made by the 

actors' own work on their masks. Strehler writes in an interview with Ugo 

Ronfani of the origin of one of the most famous physical gags of the first 

production: 

A un certo punto si doveva inventare un'entrata per Moretti, non era 

facile perche era giä venuto sulla scena da tutte le parti. `Come entro? ' 

mi fa Marcello. `Stavolta, prova dal fondo, salti sü da sotto la tenda'. `Si 

ma the Cosa faccio? Entro per fare the cosa? ' Domanda sensata; eravamo 

dei ragazzi sprovveduti, ma non tanto da non sapere the in quella nostra 

commedia dell'Arte reinventare a braccio ogni entrata d'attore doveva 

" In all his writing, Strehler describes the experience of the mise en scene of Arlecchino as a 
communal effort, as in the following passage: ̀ Abbiamo insomma dovuto inventare dentro di not 
qualcosa, al di lä della cultura e della storia. In questa fatica ci ha sorretto una vena sotterranea the 
credevamo quasi estinta per sempre: un abbandono italico al ritmo, all'invenzione immediata, al 
gesto mimico, all'iperbole dell'immagine, insieme a un classico rigore' (Strehler "Un segno di 
continuitä" 63). 
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avere una motivazione. `Idea', fa Marcello `entro perche col cappello 

cerco di prendere una farfalla'. Prova una, due, tre volte e fa dei 

movimenti leggiadri, infantili, per prendere la sua farfalla. Ad un certo 

punto perö la farfalla diventa una mosca. `E' piü realistico, net genere di 

Arlecchino' dice Marcello. Afferra at volo l'invisibile mosca, e grida 

`L'ho ciajpada', e comincia a strapparle le all come se fossero petali di un 

fore 'Alt', gli dito, `non mi piace e un gioco sadico'. `Ma i bambini 

questi giochi sadici Ii fanno'. `Va bene, e adesso'. `Adesso... ' mi guarda, 

si caccia la mosca in bocca e la mangia. lo caccio un urlo, lui tiene duro e 

la spunta. Aveva ragione lui, la scena delta mosca mangiata ha avuto un 

enorme successo. (Strehler Jo, Srrehler. Conversazione con Ugo Ronjani 

54) 

`II lazzo della mosca' as it was referred to from that moment onwards became a 

fixed feature of the Piccolo's reading of II servilore and was included in all the 

successive productions of the play. 

Figure 3.1 - Ferruccio Soleri jumping to catch the flv in the'Iazru Bella mosca'" 

Even after the death of Marcello Moretti, the first actor who took on the role of 

Arlecchino at the Piccolo, his successor Ferruccio Soleri continued to perform the 

" 'Ehe photograph in Figure 3.1 is from the Arlecchino sewilore di dncw /)adroni season 1972-73. 
This is an electronic copy of the original photograph which is held at the Historical Archive of the 
Piccolo Teatro di Milano. 
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`lazzo della mosca' which he had learnt through years of practice and training, in 

true commedia style, following in the footsteps of his master and tutor Moretti. " 

The actor's training and the discoveries they made during rehearsal and 

improvisation sessions became part of the Piccolo's rewriting of Il servitore. 

In the testo spettacolo, the `performance text' which was used for the first 

production of Arlecchino in May 1947, we can see several examples of the 

Piccolo's active engagement with Goldoni's text. The version of 11 servitore 

chosen as a basis for the testo spettacolo is already an indicator of their approach 

to the staging of classic texts. Instead of following one of the authoritative 

versions of the play, 20 as an archaeological reconstruction of performance would 

have done, they combined both editions and chose the elements that appealed 

most to their purposes. This utilitarian approach to the written text was very 

unusual at the time and roused a negative reaction from critics as well as the 

academic community, 21 but it was an integral part of the Piccolo's challenge to the 

sacredness of the written text and an attempt to impress their authorial mark on 

their own artistic creation. 

Besides the addition of lazzi and physical gags developed by the actors, it 

is interesting to look at the changes Strehler made at the level of language ZZ In the 

1947 script there is a general tendency towards updating some old-fashioned 

19 In a piece written to commemorate the death of Moretti, Strehler writes `Marcello vedeva 
nascere giorno per giomo questo nuovo Arlecchino, timido, incerto, the ricalcava esattamente le 

sue orme, la voce, i movimenti; in cui pert qua e 1a, naturalmente apparivano i germi di un 
Arlecchino diverso dal suo. E lo guardava con un sentimento complessissimo, di amore e rifiuto, 
di indifferenza e di difesa' (Strehler "Marcello Moretti. La conquista della maschera" 71). 
20 The two versions in question are the Paperini and the Pasquali editions. 
21 Strehler recalls that `un tempo mi fu rimproverata come indegna irriverenza o bassa ricerca di 

successo plateale, l'apposizione cost illegittima del nome di Arlecchino al titolo originale' 
(Strehler "L'Arlecchino dell'addio" 85). 
22 The examples of the comparison between Strehler's version and Goldoni's text are drawn from a 
study carried out by Giovanni Acerboni and in collaboration with the Piccolo, which is available 
online at http: //digilander. libero. it/piovanniacerboni/. 
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expressions with the modern equivalent ('Siguro' becomes `Certo') and to 

Italianize some dialect words (`drento' becomes ̀ dentro'/ `fallar' becomes ̀ fallir') 

presumably to ease comprehension for audiences not familiar with Goldoni or the 

Venetian dialect. Other additions to Goldoni's text are introduced to recreate some 

of the stock phrases of the repertoire of the traditional masks: 

(1) 

BRIGHELLA: Eh, avemo principiä ben. Andando in lä, no se sa cossa 
possa succeder. (Goldoni) 

BRIGHELLA: Eh, avemo principiä ben. Andando in lä, no se sa cossa 
possa succeder. L'amor 1'e come un buso in una calzetta nera. se lo 
scoverze subito. (Strehler qtd in Acerboni) 

(2) 

PANTALONE : Come! Se se tocca le manine in scondon, e non ho 
d'aver pressa? (Goldoni) 

PANTALONE: Come! Se se tocca le manine in scondon, se se fa 
stome hý ezzi. sporchezzi e ba olg ezzi23 e non ho Waver pressa? (Strehler 
qtd in Acerboni) 

Strehler and the Piccolo actors integrate in the testo spettacolo the verbal results 

of their research into commedia traditions both at the level of meaning with 

proverbs and sayings typical of the loci communes used by commedia actors 

(`l'amor 1'e come un buso in una calzetta nera, se lo scoverze subito') and at the 

level of sound, adding dialect words that are very distinctive ('stomeghezzi, spor- 

chezzi e bagolezzi') thus exaggerating the effect of the Venetian dialect. But their 

approach to the reconstruction of these commedia elements is not philological, 

aimed at an accurate reproduction of eighteenth-century usage, but rather 

expressive, in other words, attempting to create the `illusion' of eighteenth- 

century Venetian. 

23 Of the three words added, the first two `stomeghezzi' and 'sporchezzi' are attested by Boerio in 
his Dizionario del dialetto Veneziano whereas 'bagolezzi' is likely to have been the result of the 
assimilation of the word `bagolo' (meaning mayhem) by means of the addition of the Venetian 
suffix '-ezzi'. See Dizionario del dialetto veneziano. 
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This departure from Goldoni's text becomes more and more evident as 

time goes by. Like a translator who becomes more intimate with the texts as she 

comes to her third and fourth draft and is able to let go of dictionaries and set her 

imagination free, by the second and third version of Arlecchino, Strehler and the 

Piccolo actors moved away from a literal interpretation of Goldoni's text and 

started looking for something different. The more confident they became of their 

own grasp of commedia techniques, the more the text of Il servitore became 

marginal to their production, an excuse, a pretext to talk about something else. By 

the time they prepared the fourth edition of Arlecchino in, 1956, they were no 

longer interested in the characters or their intrigues but in the frame surrounding 

the play. They were no longer wanting to explore or reconstruct the historical 

setting of II servitore; what Strehler was after was setting the play in historical 

perspective, an approach to the mise en scene which Patrice Pavis identifies as 

`historicization': 

With little concern for the historical exactitude of performance conditions 

at the original creation of a work, it endeavours to relativize this per- 

spective, and to discover in the narrative a (hi)story that concerns us 
directly, adapting situations, characters, and conflicts as required. (Pavis 

Analyzing Performance: Theater, Dance and Film 212) 

Unlike `archaeological reconstruction', which aims at recreating with archaeo- 

logical accuracy the performance conditions of a historical text, a historicizing 

mise en scene is based on preoccupations with the horizon of expectation of the 

contemporary spectator (Pavis Analyzing Performance: Theater, Dance and Film 

212-13). The function of the mise en scene is, then, that of searching beyond the 

text and its historical context for a message that will be relevant for a 
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contemporary audience and that will help build a channel of communication 

between spectators and performers. In the case of Strehler's Arlecchino this meant 

shifting the focus from the characters and masks of commedia dell'arte to the 

(hi)story of those who were behind those characters and masks. The show became 

a realistic representation of the everyday life of an itinerant company of actors. 

Ezio Frigerio, the set designer, developed with Strehler a new stage set 

that was effectively a stage-within-the-stage (see Figure 3.2). 

All 
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Figure 3.2 - Sketch of set design for the 1956 production of Arlecchino by Ezio Frigerio 24 

At the centre of the stage there was a square platform (4 by 4 meters) slightly 

raised from the floor and delimited at the back by four eighteenth-century 

backdrops painted on pieces of cloth which could be pulled on both sides (Dowel 

Dell' Agnola 145). The vertical space was also delimited by three sets of white 

cloths reminiscent of a sailing ship. This platform was then surrounded by what 

24 This is an electronic copy of the original sketch which is held at the Historical Archive of the 
Piccolo Teatro di Milano. 
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looked like the ruins of a Venetian palazzo - with arched windows, cracked walls 

and the remains of windows and neoclassical columns. This dilapidated back- 

ground was in stark contrast with the frivolous mayhem that took place on the 

platform where the play was being performed with props and costumes which had 

become ever more opulent and ornate. The background of ruins then became a 

Brechtian frame within which to interpret what was being performed ZS It became 

clear that the hilarity and playfulness that was being created on the platform was 

that of an age that was no more and that the true commedia dell'arte was as 

distant from the decadence of Goldoni's age as it was from Strehler's own time. 

But the element that more than any other contributed to the creation of the 

estranging effect of a theatre-within-a-theatre was the behavior of the actors. 

Offstage actors remained onstage, as they continued to be part of the show with 

the masks off while they were taking a break, talking to each other or rehearsing 

for their next entrance. And what happened offstage, the real life of the actors 

playing the masks of commedia, the poor, uprooting and yet communal life of the 

itinerant performer, became as important, if not more important, than the play 

itself. The simple and unpretentious life of the theatre performer, who lives for his 

art and has the courage to abandon all comforts for his passion and search for 

truth, became a very powerful and subversive message for the comfortable 

bourgeois audiences of the well-to-do Milan (la Milano bene) of the Sixties. 

Strehler's rewriting of Il servitore was the result of a long and committed 

search for meaning, for a channel of communication between the eighteenth- 

century author, the Piccolo actors and their audiences, and this rewriting is still 

25 Strehler noted often how his reading of Goldoni was influenced by his work on Bertold Brecht 
and vice versa. See (Strehler "Goldoni e Brecht") 
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visible in the stage version of the text. Strehler adds to the testo spettacolo of the 

1963 production an entire scene before the beginning of Il servitore: Z6 

I comici si aggirano Ira carri, palcoscenico e oggetti vari, entrando e 

uscendo dalla grande casa padronale, o dalla villa, davanti alla quale 
hanno posto la cede del loro nomade teatro. Il padrone di casa - nobile o 

ricco mercante the sia - ha gentilmente concesso 1'uso di un paio di 

stanze al pian terreno, dove i comici potranno rifocillarsi con qualche 

gotto di vino altrettanto gentilmente offerto. Il pubblico s'aduna. I1 sole e 

tramontato: calano le prime ombre della sera. Nell'imminenza della 

recita la scena si anima: ora sentiamo giungere qualche voce di attore. E 

il suono di un campanello the un servo di scena agita, passando tra i 

carri e il palco e la roba, e accanto alla villa, come a chiamare a 

raccolta i comici e ad avvertirli the tra poco "si va su ". (Strehler 

Arlecchino a Villa Litta) 

As the audience starts to enter the open air theatre, the players are already visible, 

in the ground floor rooms of the villa as they get ready and have a glass of wine 

before the beginning of the play. The audience is thus already let into the secrets 

of the backstage, the intimate moments of the magic of the theatre when the player 

becomes the character and this creates a bond between spectator and actors. The 

appearance of the frame is then further created by the presence on the villa's 

ground of actors talking about the imminent performance and rehearsing their part 

all'improvviso - all this while coming in and out of character: 

IL DOTTORE - Giä ora? 

IL SERVO DI SCENA - Tra diese minuti. 
(Il dottore sl allontana, scompare dietro un carro, di dove lo si sente 
provare la voce) 

26 Despite taking place in very different conditions - one at the Royal Lyceum theatre in 
Edinburgh and the second one in the open air at Villa Litta Affori near Milan - and with seven 
years between them, the 1956 and the 1963 editions of Arlecchino are considered by Strehler as 
two performances of the same edition. See Strehler "Marcello Moretti. La conquista della 
maschera". 
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IL DOTTORE - Lä lä lä lä laaaaä! 

(Un altro servo di scena principierä ad accendere le candele del 

proscenio e quelle a fianco del palco. II suggeritore - velada e tricorn 
come tutti - sistema il proprio sgabellino davanti al palco, proprio al 
centro. ) 

IL DOTTORE - Lä lä lä lä laaaaä! 

(Pantalone si avvicina al suggeritore. ) 

PANTALONE - Gh'aveu ripassä la parte col brilante? 

IL SUGGERITORE - Sior si. 

PANTALONE - Andemo, ch'a sentimo. 

(Si avviano a fianco della scena, dove si incontrano con il comico 
interprete di Silvio. Sifermano e provano) 

SILVIO - "Ecco Pantalone. Mi sento tentato di cacciargli la spada net 
petto! "... 

PANTALONE (rffacendogli il gesto) - "... nel petto! "... 

SILVIO - "... nel petto! " 

PANTALONE - Piü anemo, piü anemo! Piü cattiveria! Se gh'ha da 
sentir la spada the la sbusa! Come mi nei "Orassi e Curiassi"! 

(La piccola prova continua a soggetto) 

(Strehler Arlecchino a Villa Litta) 

The interaction between the actor and the prompter or the property man highights 

the framing effect of the play-within-the-play and sets the mood for the rest of the 

play. Pantalone, the older and more experienced actor, coaches his younger 

colleague playing Silvio suggesting that he should follow his own example and 

add conviction to the delivery of his line (`Piü anemo, piü anemo. Piü cattiveria) 

but he does so, in Venetian, using the language of his character. Although clearly 

talking offstage, he even refers to another play he was in (Oriazzi e Curiazzi). 

Actor and character, player and mask are thus intertwined in the body on stage, 

which carries across to the audience the truth of the character as well as the 

personal experience of the actor. The relationship with the audience then becomes 

more authentic and meaningful as they enjoy, alongside the players, the 

divertissment of Goldoni's play. 
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Strehler and the Piccolo Teatro di Milano's work on Goldoni's text 

produced an extremely successful theatrical production which has lasted for over 

60 years. It has been performed over two thousand times in Italy and in over 50 

other countries around the world Z' It became not only the flagship of The Piccolo 

Teatro di Milano and Giorgio Strehler but also the archetype of Italian theatre 

around the world (see Figure 3.3). Arlecchino was the cultural product that more 

than any other contributed to the diffusion of commedia dell'arte and the study of 

Italian theatre and Italian culture. Giorgio Strehler himself became aware of the 

extraordinary journey of his Arlecchino: 

L'Arlecchino 6 un fatto straordinario nella storia del teatro mondiale. 

Questo spettacolo ci ha accompagnato tutta la vita, rinnovandosi volta 

per volta. Centinaia di attori lo hanno recitato. Ci sono degli spettatori 

the to hanno visto nascere, poi, anni dopo, to hanno visto rinascere; 

dopo, altri lo hanno riconosciuto in Italia e nel mondo. (Strehler 

L'Arlecchino e unfatto straordinario) 

Due to a very extraordinary set of circumstances, Il servitore di due 

padroni travelled the world much more in the guise of Strehler and the Piccolo's 

production of Arlecchino than as Goldoni's written text. In the exchange of theatre 

texts across cultures then, Strehler and the Piccolo's rewriting of Il servitore has 

been at least as influential in the staging of II servitore in the last 60 years as any 

translation of Goldoni's text. And as we shall see in the last case studies of this 

work, traces of the authority of performance of Strehler and the Piccolo's 

productions of Arlecchino are still visible in the choices made in the staging of Il 

servitore in English. 

27 An interesting account of the 1956 world tour ofArlecchino can be found in (Battistella). 
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28 From top left: at the Hebbel Theatre in Berlin in 1953; at the Shakespeare Memorial Theatre, 
Stratford in 1958; Leningrad State Theatre, Leningrad in 1959; at the Theätre National Odeon in 
Paris in 1977; at the Shinjuku Bunka Center in Tokyo in 1978; at the Jerusalem Centre for the 
Performing Arts, Jerusalem in 2001 and the most recent performance for the `Year of Italy in 
China' at the Tianqiao Theatre in Beijing in 2002. All these are electronic copies of the posters 
held at the Historical Archive of the Piccolo Teatro di Milano. 
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4 Covert Translation, Appropriation and Domes- 
tication: the first English version of Il servitore 

From 1756, when the first translation of a Goldoni play reached the London stage, 

up to the 1820s, the Venetian playwright's work was very favourably received in 

Britain (Mangini Lafortuna di Carlo Goldoni 25). Italian opera buffa was in high 

demand in the London theatres and Goldoni's prolific repertoire supplied numer- 

ous variations of familiar themes. Translations and bilingual editions of Goldoni's 

opera librettos were frequently reprinted throughout the second half of the eight- 

eenth century and many of his prose comedies were also translated and circulated 

among London theatregoers (Sciullo). The dissemination of Goldoni's plays was 

also aided by_widespread interest in the Italian language in Britain at the time, and 

the publication by London printers of collections of selected plays by Goldoni in 

the original Italian was clearly targeted at amateurs in the language. ' 

If we move to the reception of Il servitore di due padroni during the same 

period, however, the situation changes drastically. Four versions of the play were 

published between 1776 and 1804 and none of them acknowledges its debt to 

Goldoni's text? This chapter will explore the textual and contextual reasons be- 

hind this phenomenon of appropriation of Goldoni's text and, through an analysis 

of the first translation of 11 servitore, will investigate how the complex nexus be- 

tween text and performance has impacted upon the strategies used in translation. 

1 Both the 1785 and 1795 collections are now available at Eighteenth Century Collections Online. 
2 For a complete list of all the published translations of Goldoni's Servitore in English, see 
Appendix 1. 
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4.1 Domestication, covert translation and the removal of the 

authority of the original 

The first English translation of II servitore does not look like a translation at all. 

The Hotel or the Double Valet, published in London by the Strand printer T. 

Becket in 1776, is defined in the frontispiece as `a farce in two acts by Thomas 

Vaughan Esq. '. ' Despite bearing unmistakable traces of its Goldonian origin in 

terms of plotline, dramatis personae and dialogue, ' the play shows no sign of 

acknowledgment of the originals In his short preface to the first printed version of 

the play, Drury-Lane actor Thomas Vaughan not only makes no mention of the 

original text, its author or the fact that the play might be a translation or an 

adaptation, but he even dwells on the danger of vanity and self-conceit to which 

he, as ̀ the author' of this piece, might have fallen prey: 

And with regard to any merit he might lay claim to in the production, the 

situation of an author, as described in the underwritten passage, and the 

different opinions and critiques thrown out in the public prints, prevent 

his falling into that vanity and self-conceit, which bears such strong 

ascendancy over the mind of most men, and of authors in particular. And 

if his scenes but amuse in the closet, in proportion to their favourable. 

reception on the stage, his utmost wish is gratified. (Vaughan The Hotel 

1776 iii) 

3 The version consulted is the first edition printed for T. Becket. This is one of five extant copies of 
the first edition and it is held by the Early Printed Books Section of Trinity College Library, 
Dublin. It is part of a collection of eighteenth-century plays simply entitled Plays which includes 
He Would be a Soldier; The World in a Village; The Divorce (Vaughan The Hotel 1776). An Irish 
edition was published the following year (Vaughan The Hotel 1777). The text is the same as the 
first edition. 
4 Although this is the first study of Vaughan's version of 11 servitore, numerous authorities on both 
eighteenth-century borrowings from Italian theatre and of translations of Goldoni's plays confirm 
that Vaughan's The Hotel is the first English translation of Goldoni's Servitore. See Nicoll A His- 
tory of Late Eighteenth Century Drama 122, Chatfield-Taylor 623, Weiss 449 and Sciullo 138-39. 
S This was a common practice at the time as in the case of several published plays by David 
Garrick and Isaac Bickerstaff. I explore this phenomenon in depth in a forthcoming article 
Marinetti "A Strange Case in Translation History". 
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Vaughan's preface, besides acting as a capitatio benevolentiae towards his read- 

ing public, which was largely composed of the theatre-going audience, stands as a 

testimony to covert strategies of translation for the stage in the eighteenth century. 

While, in the case of literary translations, the translator had to contend with the 

original author for a spot in the limelight, in many cases of translation for the 

stage during this period the translator became the sole author of the text. 

While, in eighteenth-century academies and literary circles, the method- 

ologies and values involved in the rendition of a foreign text into one's native 

tongue had been the subject of heated debate since the 1680s, in the realm of the 

theatre at the time there was a distinct lack of awareness of the act of translation. 

Since Shakespeare, or the Elizabethan `upstart crow, beautified with our feathers' 

as Green called him, the practice of unacknowledged borrowing from ancient and 

continental literature had become common practice on the British stage. But it was 

not until the eighteenth century that, due to changes in the nature of the theatrical 

experience, the fine line between borrowing and plagiarising and between 

inspiration and unacknowledged translation became blurred. Throughout the 

century, theatre authors were encouraged to ransack continental drama and 

plagiarise its authors to satisfy the increasing demand for new plays made by the 

Theatres Royal. In 1763 a reporter from The Monthly Review declared: 

The custom of copying from the French appears to be so thoroughly 

established with our dramatic poets, that the best of them do not disdain 

to adopt the practice. 6 

While, in the theatre, dramatic poets happily appropriated foreign authors and 

texts without acknowledgment, in the world of literature the question of freedom 

"The above quotation from The Monthly Review is given as cited by Kinne p. 133. 
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versus fidelity to the source text was still very much discussed. John Dryden's 

contribution to the understanding of the process and the practice of translation at 

the end of the previous century had attempted to jolt literary translators away from 

the servile strategies of `metaphrase' and `imitation', which presupposed the 

superiority and infallibility of the autoritas, and suggested a third way based on an 

intellectual affinity between author and translator and on the use of `paraphrase' 

(17-21). Addition, omission and elaboration were all justified practices in 

Dryden's mind since the aim of the translation was not to impose the translator's 

view but simply to render the language pleasant to a native ear, to dress foreign 

ideas in native clothes: 

Where I have taken away some of their expressions, and cut them 

shorter, it may possibly be on this consideration, that what was beautiful 

in the Greek or Latin, would not appear so shining in the English: and 

where I have enlarged them, I desire the false critics would not always 

think, that those thoughts are always mine, but that either they are 

secretly in the poet, or may be fairly deduced from him; or at least, if 

both those considerations should fail, that my own is of a piece with his, 

and that if he were living, and an Englishman, they are such as he would 

probably have written. (Dryden 23) 

The translator, for Dryden, had to behave in the manner of a painter and his 

utmost aim was to make his portrait resemble the original within the constraints of 

the tools available to him: his language and the current canons of literary 

discourse. Constituted as it was by a combination of `constraint and innovation' 

(Steiner 451), Dryden's `enlargements' and additions to the original texts moved 

the focus of translation activity from fidelity to fluency and paved the way for 

what Venuti would call `a century of domestication' (The Translator's Invisibility 

68). When we look at the way in which the act of translation was conceptualised 
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through the ages we must of course bear in mind that every idea of accuracy and 

fluency is born out of the philosophical and ideological assumptions of the poetic 

discourse of the period and is therefore historically and geopolitically determined. 

Dryden's claim that his heavily manipulating approach to translation was not an 

imposition on the original but a requirement of the target language is not to be 

considered, in the way that a prescriptive approach would be, as an inaccurate 

translation method. From a descriptive standpoint which takes into account the 

socio-historical context in which the translation has taken place, Dryden's 

approach is a perfect example of what Venuti calls the `ethnocentric violence of 

translation' (The Translator's Invisibility 68), a translation method that presup- 

poses the universality of its own concepts of adequacy, correctness and common 

sense and forcibly applies them to the translation of foreign texts. 

But while even in the most blatant domestication of the classics (as in 

Alexander Pope's translation of Homer), the double allegiance of the translator to 

the source author and the target audience is still there, ' in many cases of transla- 

tion for the stage this dichotomy of values ceases to exist. This is where the ori- 

ginal author is pushed out of the scene by the requirements of the target audience. 

Further on in Vaughan's preface to his translation of Il servitore we see a 

clear example of the removal of the authority of the original. In the passage that 

follows, the author Vaughan feels the need to justify the modest quality of his 

`petite piece' but instead of admitting that it is a translation and referring to the 

' The double allegiance of eighteenth-century literary translators is confirmed and theorised by 
Alexander F. Tytler towards the end of the century in his often quoted Essays on the Principles of 
Translation (1791), where he describes a good translation as one in which `the merit of the original 
work is so completely transfused into another language, as to be as distinctly apprehended, and as 
strongly felt, by a native of the country to which that language belongs, as it is by those who speak 
the language of the original work. ' (15). 
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original author to mitigate his shortcomings by highlighting the difficulties of 

rendering the foreign text, he turns to the stage and attributes the success of the 

piece to the excellence of the performers: 

The Author presents his compliments to the Ladies and Gentlemen 

engaged in the Hotel; particularly Mr King, Mr Parsons, and Miss P. 

Hopkins - With pleasure acquiesces in the general opinion, that the 

principal success, and uncommon applause the subsequent petite piece 

has been received with, is very justly attributed to the great attention and 

excellence of the performance; for which they have his best thanks, and 

warm good wishes. ' 

This passage suggests that theatre translation in the late eighteenth century - like 

any other aspect of the theatre world at that time - was dominated by the figure of 

the actor. Although less talented and successful than his predecessor David 

Garrick, actor Thomas King (Mr. King in the preface) was one of the favourites of 

Drury Lane at the time of Vaughan's translation" and it is significant that 

Vaughan, publishing his play after the performance, should refer to the actors 

almost as if they were intellectual owners of the successful play that he had 

written down. It was the actors and not the original author with whom eighteenth- 

century audiences were familiar. It was Mr. King's performance and not Mr. 

Goldoni's text that Vaughan felt his work was going to be measured up against. 

What Vaughan was doing in his prologue was acknowledging a shift in the crea- 

tive ownership of the play from the hands of the original author - to whom all lit- 

erary translators would see themselves indebted - to the actors who performed it, 

who made it known and successful to the audience by means of the performance. 

8 In the edition consulted, the preface to Vaughan's translation is not numbered, but it appears on 
the second sheet after the title page. See Vaughan The Hotel 1776. 
9 According to the Drury Lane records of the season of 1776-77, actor John King played the lead 

roles of many main pieces such as Hamlet, Othello, Macbeth and Richard III and, together with W. 
Smith, was the highest earning male actor with a salary of £12 per season. See Hogan pp. 9-10. 
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Although this shift can be seen as an extreme form of domestication and 

could therefore be justified on the basis of the general tendency of eighteenth- 

century British translators towards a poetics of target appropriation, such an 

explanation would not be sufficient to describe the phenomena of many theatre 

texts on the British stage at this time. Extreme forms of domestication of literary 

texts had occurred throughout the century but here the text was generally not 

passed off as the translator's original work. In fact, the eighteenth century saw the 

emergence of the opposite phenomenon in literary translation: `pseudotrans- 

lations', or texts that claim to be translations or reworkings of pre-existing manu- 

scripts. " In this sense, theatre and literary writers in the eighteenth century seem 

to have developed in two distinct directions with regard to their relationship with 

translation. While writers were often hiding their own work behind fictitious 

original authors, theatre translators were hiding the original and assuming author- 

ship of the texts they translated. Eighteenth-century theatre translators in many 

cases went well beyond domestication. They effectively appropriated foreign texts 

and made them their own. As a consequence, they adopted extreme strategies of 

manipulation aimed at concealing their indebtedness to the source text. 

This is immediately visible in Vaughan's translation of the title of the 

play, which shifts the focus from the main character of Goldoni's play (`il 

servitore') to the location where the action takes place ('the hotel'). Vaughan also 

removes the cultural anchoring of the text by changing setting and character 

names, as we can see from a comparison of the dramatis personae: 

10 The classic example of 'pseudotranslation' of this period is James McPherson's translations of 
the mythical Ossianic Poems which he published in 1760. A useful overview of the problematic 
nature of the definition of pseudotranslation can be found in Robinson "Pseudotranslation" pp. 183- 
85, whereas for more in-depth case studies see Toury "Translation, Literary Translation and 
Pseudotranslation". 
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Table 4.1 - Comparison of dramatis personae in Goldoni and Vaughan 

Goldoni (1748) Vaughan (1776) 

Pantalone de' Bisognosi 

Clarice (sua figliola) 

II Dottor Lombardi 

Silvio (di lui. figliolo) 

Beatrice (torinese, in abito da uorno sotto 
Home di Fedcrigo Rasponi) 

Florindo Aretusi (torinese, di lei amanle) 

Brighella (locandiere) 

Smeraldina (cameriera di Clarice) 

Truffaldino (servitore di Beatrice, poi di 
Florindo) 

La scena si rappresenta in Venezia 

Sir Jacob Thrift, a miser 

Flavia, daughter to Sir Jacob, contracted 
to Mr. Montague, but in love with Sir . I. 
Seymour 

Wentworth,, friend to Sir John , Seymour 

and Clarissa 

Sir John Seymour, in love with Flavia 

Clarissa, sister to Air A1ontac, uc, in love 

With Neville 

Neville, in love with Clarissa 

Robin, servunt to Sir Jacob 

Tabby, waiting woman to Flavia 

Trimwell, an arch servant 

Scene, Covent-Garden with a view of 
Low's Hotel 

The scene moves from Venice to London and the stock characters of cwnmcdia 

(Pantalone, Truffaldino, Smeraldina, ßrighella and the Dottore) acquire Fnglish 

names. Although some attempt is made to choose suggestive names (such as 

Thrift to indicate Pantaloon's notorious tightness), the renaming of the characters 

is the most immediate way of appropriating a text. Instead of considering it as a 

piece of commedia dell 'urge and banking on the popularity of Italian characters at 

the time which had been made known by pantomimes and harleduinades, 

Vaughan decided to relocate the text in a British context, thus removing easily 

traceable references to the original. 
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An even more convincing example of the covert practices of Vaughan's 

translation can be seen in his major rewriting of the first few scenes of the play. 

While Goldoni's text opens with a group scene and the announcement of the 

engagement of Silvio and Clarice, which is shortly followed by the arrival of 

Truffaldino, Vaughan's text postpones the arrival of the servant by inserting a 

considerable amount of new material, as we can see from a comparison of these 

scenes, given in Table 4.2 in summary form. " Vaughan introduces an entirely new 

prequel to the main scene. While Goldoni's text opens with a group scene which 

is soon interrupted by the arrival of Truffaldino, Vaughan postpones the arrival of 

the servant and precedes it with a series of events involving mainly three 

characters: Sir Jacob (the father), his daughter Flavia and her servant Tabby. The 

text highlighted in yellow in the grid signals the point where Vaughan's 

translation picks up Goldoni's plot. Before introducing the arrival of the servant, 

Vaughan changes the entire orientation of the play. 

Table 4.2 - Contrastive plot analysis in Goldoni and Vaughan 

Va 

Section 1 Opening with Pantalone, 
Dottore, Clarice, Silvio and Brighella. 
Pantalone announces the engagement of 
Clarice and Silvio made possible by the 
sudden death of her previous fiancee 
Federigo Rasponi. 

Section 1 Opening on Flavia and Tabby 
(her servant). Flavia asks Tabby if there 
are any letters for her. Tabby says that 
there are no letters from Mr. Montague 
but adds that she is aware of her secret 
correspondence with Sir. John Seymour. 

Section 2 Smeraldina enters and announces 
the arrival of Truffaldino. 

Section 3 Truffaldino enters. Truffaldino 
flirts with Smeraldina and misunder- 
stands Pantalone's questions. He 

Section 2 Sir Jacob (Flavia's father) enters 
announcing the death of Mr. Montague. 

Section 3 Sir Jacob exits and Flavia 
reveals in a monologue her affection for 
John Seymour. 

11 For a comparison of the entire plays and an explanation of the criteria used for the segmentation 
of the text, see Appendix 2. 
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eventually replies correctly, introduces 
himself and announces the arrival of his 

master Signor Federigo Rasponi of 
Turin. Pantalone and the others affirm 
that this is impossible and that Federigo 
is dead. Truffaldino is taken aback and 
finally leaves to check on his master. 

Section 4 Truffaldino exits and Beatrice 
enters impersonating Federigo and 
produces evidence that she is her 
brother. Brighella recognises her as 
Federigo's sister but does not tell the 
other characters. Pantalone promises 
Clarice's hand to Federigo. Silvio 
promises revenge. 

Section 5 Silvio, Beatrice and the Dottore 
exit. Pantalone and Beatrice discuss the 
dowry and Beatrice agrees to send her 

servant (Truffaldino) to collect an 
advance on the dowry. 

Section 6 Pantalone exits. Beatrice 
explains her disguise to Brighella and 
asks him to keep her secret. 

Section 7 Beatrice and Brighella exit. 
Change of scene to outside the inn. 
Truffaldino is waiting and complains 
about his master and his perennial 
hunger. 

Section 8 Florindo arrives with a servant 
carrying his trunk. 

Section 9 Truffaldino offers his services to 
Florindo and finds himself a second 
master. Florindo sends Truffaldino to 
fetch his letters at the post office. 

Section 10 Beatrice dressed as Federigo 

Section 4 Sir Jacob interrogates Tabby as 
to the content of a suspicious letter she 
was about to deliver to her mistress 
Flavia. Tabby lies to her master and 
pretends that the letter is from the 
milliner. Flavia confirms this and shows 
Sir Jacob the pattern she has drawn for 
her dress, which seems to convince Sir 
Jacob that they're telling the truth. 

Section 5 Tabby and Flavia exit and Robin 
enters. Sir Jacob checks the contents of 
Robin's shopping to make sure he has not 
spent too much. He sends Robin to his 
study to measure the eggs that he bought 
to make sure that they are the right size. 

Section 6 Robin and Sir Jacob exit and 
Flavia and Tabby enter. Flavia gives 
Tabby a letter for Sir John to let him 
know of Mr Montague's death and of her 
changed situation. 

Section 7 Tabby exits and Sir Jacob enters. 
Flavia reveals to him that the letter she 
received was from Sir John Seymour and 
that he is an admirer of hers and would 
like to marry her. Sir Jacob's only 
concern is to make sure that he expects 
no money in dowry. 

Section 8 Tabby enters with a reply from 
Sir John. Flavia reads the letter out. It 
says that Sir John is overwhelmed with 
joy and is ready to lay himself and his 
fortune at her feet. Sir Jacob is very 
pleased by the letter and agrees to see Sir 
John to discuss the matter further. 

Section 9 Tabby and Flavia exit. Sir Jacob 
checks his account and finds one of his 
tenants has short-changed him. He calls 
Robin. 

Section 10 Robin enters with Wentworth 
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arrives at the inn with Brigella and 
sends Truffaldino to the post office to 
fetch her letters. 

Section 11 Truffaldino congratulates 
himself on his new job and wonders 
whether he will be able to be a servant 
to two masters. Then he meets Silvio 

who asks him to go and fetch his master 
at the inn. 

Section 12 Truffaldino brings his second 
master, Florindo, to Silvio. Silvio 

apologizes and tells Florindo that he 

was looking for another man Federigo 
Rasponi. Florindo tells him that he 
knows that Federigo is dead and Silvio 

replies that he saw him alive earlier that 

and Sir John. Sir Jacob makes it clear 
that Flavia has no dowry and enumerates 
the talents that will make her a profitable 
wife to have. Sir John confirms his 
intention to marry her. 

Section 11 Flavia enters and she and Sir 
John move to the side. Sir Jacob asks and 
obtains from Wentworth confirmation of 
Sir John's wealth. Sir Jacob gives his 

consent and he and Sir John draw up a 
pre-nuptial contract. 

Section 12 Tabby enters announcing the 
arrival of Trimwell. 

The opening of a play, according to Aston and Savona, serves the primary 

function of supplying us with story-line information: introducing characters, 

setting the scene and clarifying important events which occurred in the dramatic 

past (25). In Goldoni this function is performed by a group scene, indicated in the 

grid as section one. In typical commedia dell'arte fashion, the first scene consists 

of a dialogue between the two vecchi, Pantalone and the Dottore, who set the 

scene (engagement of the two innamorati), introduce the other characters (Silvio, 

Clarice and Brighella) and clarify important events from the off-stage, dramatic 

past (the death of Federigo Rasponi, Clarice's former fiancee). Moreover, due to 

the use of stock characters and stereotypical plots, much of the orientation in 

Goldoni's piece is achieved at the level of performance. The costumes of the 

masks and of the young lovers, as well as their role in the story, were fixed at the 

outset and were part of the theatrical convention shared by actors and spectators. 
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Even the disposition of the actors on the stage occurred in ways that were 

immediately familiar and understandable to the audience. 

This reliance on the conventions of commedia is potentially extremely 

problematic in translation. If the text is moved outside the paralinguistic system of 

signification from which it emerged, theatrical communication will inevitably be 

compromised and a radical rewriting of the text is therefore required for a success- 

ful performance. In this case, however, communication would not have been 

entirely compromised. The plots, characters and themes of commedia dell'arte 

were familiar to eighteenth-century London audiences thanks to the popularity of 

harlequinades and pantomime. But Vaughan chose not to rely on those forms in 

his translation and opted for a drastic change in the opening of the play. Here the 

function of introducing the play is in the hands not of the father, as in Goldoni, but 

of the daughter, Flavia. Through her conversation with a `confidant', her 

maidservant Tabby, Flavia sets the scene (her secret correspondence with her 

beloved John Seymour), introduces the characters (Mr Montague; Sir John 

Seymour; Tabby) and presents elements from the dramatic past (her forced 

engagement to Mr. Montague). With the arrival of Sir Jacob, Flavia's father, we 

learn that Mr. Montague is dead, as we did in Goldoni; however, the misunder- 

standings and concealments that follow are not derived from the servant's 

stupidity, as in the original, but from Flavia's attempt to hide her secret 

correspondence with Sir John. In this way, at the crucial moment of orientation of 

the play, Vaughan draws attention to the romantic plot rather than the 

misadventures of the servant. By using the technique of the confidant and 
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focusing on the romantic subplot, Vaughan signals to the audience that what they 

are seeing is a bourgeois comedy rather than an Italian commedia. 

This radical shift in the dramatic construction of the play is indicative of 

Vaughan's utilitarian approach to the translation of Il servitore, whereby the text 

becomes a source that can be cut, expanded and altered as one of his own 

creations. The lack of acknowledgement of Goldoni as the author of the text gives 

Vaughan the freedom and at the same time impels him to rewrite the text 

according to his own creative agenda. 

4.2 Criteria of selection and the dominant poetics: pantomime, 

sentimentality and moral adjustments 

Domestication, like any other type of textual appropriation, commences at the 

moment of selection. The choice of Il servitore as a suitable candidate for covert 

translation is based on very revealing criteria. It was not as if Goldoni was an 

unknown quantity in Britain at the time of Vaughan's translation. The popularity 

of his plays in Paris had guaranteed him a relative fame on the London stage, 

which at that time eagerly followed Parisian trends. The first translation of a 

Goldoni play had appeared a few years before Vaughan's translation. It was a 

translation by a certain Nougent of Goldoni's own adaptation of Richardson's 

novel Pamela published in 1756.12 The play and its translation are mentioned in a 

rather unfavourable review in the Biographia Dramatica or a Companion to the 

Playhouse, in which David Erskin Baker writes: 

1Z The name of the translator does not actually appear on the play itself. The translator's name is 
however mentioned in a note by Goldoni's contemporary Giuseppe Baretti in his satirical journal 
La frusta letteraria. See Sciullo p. 137. 
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The original is in Italian, and a translation in English is printed with it 

page for page. The language of the former, however, is mere dialogue, 

entirely undramatical, and little more than a recapitulation of scenes 

infinitely better related in the novel itself; and as for the translation, it is 

still more flat and insipid than the original. (272) 

While adaptations passing off as original work were a common form of importa- 

tion for the stage, contemporary plays from France, Germany, Spain and Italy 

were also imported for the benefit of the reader as pieces of closet drama. Most of 

Metastasio's melodrammi for instance had undergone a long process of translation 

commissioned by Hoole in 1767. Tasso's Aminta and Guarini's Pastor Fido had 

also been successfully translated into English in the same period (Nicoll A History 

of Late Eighteenth Century Drama, 1750-1800 132). But while operatic works" 

and tragedies were mostly accepted as genuine pieces of dramatic literature and 

were therefore treated in translation with the respect awarded to literary authors, 

foreign writers of comedy, although well known in literary circles, were often 

treated as second rate writers and were always `improved on' in translation. As we 

can see from Erskin Baker's words, Goldoni's dramatic style, based as it was on 

the forms and fashions of commedia dell'arte, was `mere dialogue and entirely 

undramatical', which is very remote from what constituted the target canon of 

dramatic literature of the period. 

If, on the one hand, Goldoni's comedies were not considered suitable as 

dramatic literature, when it came to appreciating his work in the theatre, both 

actors and audiences had a rather different opinion. In the prologue to her 1780 

translation of Goldoni's Bourru bienfaisant for the Drury Lane, the translator Mrs. 

13 Several of Goldoni's opere buffe were published by London printers in bilingual editions as well 
as in the Italian original. See for instance Il padre di famiglia, La buona figliola, Le pescatrici 
available at the Eighteenth Century Collections Online. 
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Griffith explains how David Garrick himself had suggested the text to her as a 

good `sketch' for adaptation: 

... [Garrick] mentioned Goldoni's Bourru bienfaisant, as a sketch that, if 

adapted to our times and manners, might be rendered pleasing to an 

English audience. (Maddalena Per lafortuna del 'Bourru bienfaisant' 9) 

Actors and theatre practitioners of the period recognised in the comedies of 

Goldoni the traits that would allow them to create a very successful play for a 

London audience: a bagful of laughter, a pinch of sentimentality and a `sketchy' 

and flexible nature that allowed plenty of room for adaptation. If this is true of 

Goldoni's comedies in general, it is even more the case with Il servitore, based as 

it is upon the forms and fashions of commedia dell'arte. 

Firstly, of course, there was pantomime. Characters and themes of Italian 

comedy were identified in British drama before the eighteenth century, " but in the 

1720s a native English form of commedia became one of the most popular forms 

of theatrical entertainment. English pantomime, which originated as a fusion of 

Italian commedia sketches and Parisian fairground dumb shows (Fisher 74-75), 

developed in Britain around 1716 and brought to the London stage a fascination 

with commedia characters and plots. However, pantomime for the most part was a 

type of entertainment that Drury Lane preferred not to be associated with. The 

non-patent theatres thrived on pantomimic spectacle, which allowed them to 

entertain without breaching the ban imposed by the Licensing Act introduced in 

1737 to limit the performance of drama to the Patent Theatres (Drury Lane, 

14 The influence of many commedia themes in Shakespeare is very likely, although actual 
borrowings are considerably difficult to verify. With many of his contemporaries (Johnson, 
Chapman, Middleton and Marston), however, the reference to commedia is undeniable. It is not 
until Aphra Behn's The Emperor of the Moon that a commedia scenario was used as the basis for a 
play. The best source for a comprehensive account of the contacts between commedia and 
Elizabethan drama remains the third volume of Kathleen Lea's Italian Popular Comedy. 
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Covent Garden and The Haymarket) (Nicoll and Rosenfeld 25). Theatre audiences 

at the time were very demanding and expected to be constantly kept entertained, 

as we can see from the recollections of a contemporary spectator: 

It has been frequently, and perhaps, not unjustly objected, to English 

theatrical entertainments, that they last too long, and that the spectator, at 

least those in the pit (... ) are obliged to remain in their places above four 

hours together. It is, therefore, the more necessary to keep the stage, 

during that time, always busy, and that the dramatic writers should 

introduce as much variety in their plays, and multiply the situations in 

them, as much as possible. " 

If there is one thing that 11 servitore does in whatever form it is presented, it is 

keeping the stage busy. Goldoni's text is all about movement and variety: the 

movement of the plot, which is constantly complicated by new events; the 

movement of the actors on and off the stage with the constant alternation of 

entrances and exits; and the movement of the characters themselves with their 

pieces of stage business and the alternation of different intonations, gestures and 

dialects. "' Vaughan's version of Il servitore is a two-act farce but it is also an 

afterpiece, " a lighter and shorter form of entertainment which would have been 

ideal to keep the audience's attention alive after the main piece. 

But beside comedy and intrigue, II servitore also struck a different cord 

very dear to eighteenth-century theatregoers: the comedie larmoyant. Another 

borrowing from the Parisian stage, the sentimental comedy was very much in tune 

with the new sensitivities of the period which had moved both readers and 

13 This extract is reported here as given in Hogan p. xxxi. 
16 The frantic movement of the actors on the stage can be seen in the section summary of the play 
in Appendix 2. 
" According to the extant records of the Drury Lane, Vaughan's The Hotel was acted as an 
afterpiece for eight nights from the 21 November 1776. According to Hogan pp. 98-99, it is unclear 
which play it accompanied. 
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theatregoers towards an appreciation of compassionate and benevolent beha- 

viours. Sentimental comedy, which aimed at building a sympathetic bond between 

actor and viewer, is distinguished from farce and regular comedy by Oliver 

Goldsmith in his 1772 Essay on the Theatre. While traditional comedy and farce 

promote satirical laughter, which creates a distance from the audience and 

characters so that they can laugh about their faults, sentimental comedy is based 

on an emotional stimulus which calls for sympathetic tears (Goldsmith). A 

literature that moved pity in its audience was viewed as morally instructive and in 

the eighteenth century it was held that a powerful evocation of feelings or a shared 

compassion ultimately made for a more humane society. This attitude is mirrored 

very closely in one of the threads behind Goldoni's own reformative work on 

Italian comedy (Alberti 12). His expurgation of vulgarity and crass humour from 

commedia scenari, which was discussed in the previous chapter, made his very 

own version of commedia dell'arte much more palatable to London audiences 

who at the time were soaking up the anti-excess ideas of the Enlightenment and 

might have despised the subversive elements of a more traditional commedia. 

However, despite Goldoni's efforts towards the reformation of the most 

unenlightened features of commedia, it is clear from the translation that Vaughan 

still thought that some aspects of the plot of Il servitore were not quite morally 

sound. First there was the question of money. Although Pantalone is the character 

traditionally associated with thriftiness and economic gain, he is not the only 

character in Il servitore who is after economic advantage. Beatrice's motivation 

for dressing up as her brother and claiming his part of Clarice's dowry is one of 

the key motives that moves forward the entire plot, and Florindo too, when he is 
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handed over the money that is meant for Beatrice, accepts it as a piece of good 

fortune and does not seem to worry that the money was not intended for him. The 

misunderstandings of many commedia scenari are triggered by the attempt of the 

other characters to separate Pantalone from his money. But for Vaughan, 

Pantalone's presumed tightness was not enough to justify unethical actions by the 

other characters and he therefore alters the plot: he removes the dowry motivation 

and explains Clarissa's disguise as a precaution, which will make it easier for her 

to enquire about the whereabouts of her beloved Neville. The money plot is 

therefore totally eliminated. But what also happens as a consequence of these 

changes in the plot is a more profound ideological change: the heroine moves 

from active pursuer of her own economic independence (Beatrice), to a good 

damsel who disguises herself as a man to protect her virtue (Clarissa). 

Another aspect that Vaughan (and his audience) would not have been 

happy with was Goldoni's light-hearted treatment of death and bereavement. 

Because commedia scenari are primarily aimed at making things happen on the 

stage and keeping the pace of the plot going, there is very little room for character 

development. The focus of the writer is to keep the theatrical machine going and 

not to pause to consider the character's moral fibre. It is perfectly acceptable in 11 

servitore that Beatrice, after the death of her brother, should follow her lover 

Florindo (who is her brother's accidental killer), marry him and be happy ever 

after at the end of the play. What the audience went to the theatre to see with 

commedia dell'arte was a comedy of errors where the death of an off-stage 

character is just another cog in the theatrical machine. To solve this moral faux- 

pas, Vaughan rewrites the plot so that Mr. Montague's duel is not with his sister's 
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lover as in Goldoni, but with the fiancee of a woman he loves, thus making the 

love between Clarissa and Neville acceptable. Moreover, Mr Montague does not 

die in the duel but he elopes and marries his beloved, which has the added bonus 

of extending the romantic plot even further. Table 4.3 is a comparison of the 

changes to the plot Vaughan made for the sake of'moral' adequacy: 

Table 4.3 - Examples of Vaughan's bowdlerization of the plot of // servitore 

Goldoni Vaughan 

Federigo perishes at the hand of Florindo Mr Montague has a duel with the fiancee of 
his loved one, is believed dead but has in 
fact eloped with his beloved. 

Florindo flees to a second city to escape 
justice 

Neville flees to a second city because 
Clarissa is so upset by her brother's 

presumed death that she turns down his 

proposal 

Beatrice follows Florindo Once she has learned of her brother's 
escape, Clarissa follows Neville 

Beatrice decides to impersonate her Clarissa decides to impersonate her brother 
brother to obtain the dowry from his because it will make it easier to enquire 
contract with Pantalone about the whereabouts of Neville 

Vaughan's manipulation of the text to make it fit the ethical values of the 

dominant ideology does not stop at the plot. In Vaughan's characterization of' Sir 

Jacob, we can identify a clear exaggeration in the depiction of the negative 

features of his character. The first two extracts are introduced anew in the Iirst act, 

while the third is an adjustment of "FrulTaIdino's monologue: 

(1) 

FLAVIA: Are you aquainted, Sir, with any other particulars relative to 
his unhappy affair? 

SIR JACOB: Not any, one misfortune I thought sufficient to know at a 
time. Besides, my thoughts were immediately turned on the hopes of 
recovering something from his executors on the contract. For though he 
has lost his life, child, it is no reason I should lose my money. (4) 
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(2) 

SIR JACOB: Can any person eat more than one egg, blockhead! Besides 
a good servant who minds his master's interest, would go to the cook's, 
cheapen every joint - taste all - buy none - and make a good meal into 
the bargain. Therefore, do you hear, puppy? Measure me four by my own 
eggscale - you'll find it in the study. The rest you may carry back. (7) 

(3) 

TRUFFALDINO: Son stufo 
d'aspettar, the no posso piü. Co sto 
padron se magna poco, e quel poco 
el me lo fa suspirar. Mezzogiorno 
della cittä 1'd sonä the sarä do ore. 
Almanco savesse dove s'ha da 
andar a alozar. I alter subit the i 
arriva in qualche cittä, la prima 
cossa i va all'osteria. Lu, sior no, el 
lassa i bauli in barca del cornier, ei 
va a far visite, e not se recorda del 
povero servitor. Ouand' ch' i dis. 
bisogna serviripadroni con amor. 
Bisogna dire a padroni ch'i abbia 
un noco de caritä per la servitü. 

TRIMWELL: Never, sure, was 
Hounslow post-horse more weary 
in going a double stage, than I in 
waiting for this same master of 
mine. After a journey, to take some 
refreshment suits most travellers; 
yet he takes nothing here, but his 
portmanteau and humble servant, 
then instantly sets out to pay a visit 
to a covetous old dog of a miser. 
who knowing persons of my rank 
and order are at board-wages. 
would sooner see a stranger bare 
his neck in his house than his fast. 
I can bear this airy diet no longer. 

(I, vi) (20) 

Vaughan's new additions to Sir Jacob's lines are aimed at depicting him as the 

wicked character of the piece. As has been seen in the changes to Goldoni's plot, 

Sir Jacob's obsession with money (extract 1) would have been considered 

deplorable and amoral by the audience and his lack of pity for the death of Mr 

Montague (extract 2) would have confirmed this judgement even further. There 

are several other examples in the text where Vaughan goes out of his way to 

portray Sir Jacob as a cynical businessman who is much more interested in his 

monetary loss than the wellbeing of his daughter. 

Extract 3 is rather striking in this sense, because it clearly presents a 

manipulation of material that was already in the original rather than a simple 
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addition. In Goldoni, Truffaldino's speech serves as one of the few tirades that the 

character of the servant is allowed on the treatment received by his masters. In this 

sense, this passage can be (and has been) interpreted in twentieth-century 

productions as an attempt at representing the voice of the underprivileged, the 

universal suffering of the masses. However, this is not passed on in Vaughan's 

version. The complex nature of the construction of the dramatic sign in Goldoni's 

text and its reliance on performance make Vaughan approach the text as a simple 

sketch, as a plotline to be filled out by the playwright. The consequence of his 

superficial approach to the complexity of the text results in a loss of signification 

in the monologue of the servant. Here Truffaldino's anger is much less open- 

ended and universal and very much subservient to the moral guidelines of the 

time: the servant's anger and mockery, like those of all the other characters' (and 

the audience), is targeted at the villain of the piece, Sir Jacob himself. 

All these examples suggest that Vaughan's primary aim was to strengthen 

the negative characterization of Sir Jacob to obtain a double effect: to make him 

the object of ridicule and satirical laughter and encourage the audience to bond 

with the other characters (Clarissa/Neville/Trimwell) and subscribe to the 

'correct' and `righteous' morality of Enlightenment ideology. This is pursued to a 

much greater extent than in Goldoni's own play where, despite the stereotypical 

nature of the masks, the characters' morality seems to be more diffuse, less clear- 

cut: Pantalone is calculating but also humane, while Beatrice and Florindo are by 

no means wholly virtuous and moral. 
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4.3 The actor as author: rewriting the text to fit acting style 

At the very core, what distinguishes drama translation from literary translation is 

the recipient. While in literary translation the translator/author is primarily writing 

for a more or less general reader, the drama translator/author is not writing 

directly for an audience. Between the author and the audience in the reception of 

theatre texts stand the actor's interpretation and their verbal and physical 

representation of that interpretation. According to Pavis, it is through the 

`language body' that the text - and by extension the translation - reaches the 

audience by way of the actor's performance (Theatre at the Crossroads 137). The 

physical presence of the actor1' - his gestures, movements, tone of voice and 

facial expression - becomes one with the written word of the text. Across time 

and space, the relationship between text and performance underlying Pavis's 

concept of the `language-body' changes, according to the specific position that the 

actor plays in the theatrical event at that particular point in time. 

The supremacy of the actor over the author that we identified in 

Vaughan's prologue was by no means a new phenomenon on the London stage; 

however, after the arrival of Garrick on the scene in 1747, it achieved monumental 

proportions. Pamphlets, books, critiques and paintings of the periods were entirely 

dedicated to actors and actresses to illustrate and discuss acting styles and clothing 

fashions as well as their public personae and private lives (West 7). All that 

concerned the life and activity of the actor had become a matter of public interest 

and the actor himself had come to be the focus of the theatrical event. Audiences 

18 Pavis here takes from the idea of the actor as the centre of the theatrical event, which follows on 
from commedia dell'arte through Gordon Craig, Meyerhold and the oriental theatre masters to 
Artaud and then more recently Grotowski and Barba. See Pavis Theatre at the Crossroads pp. 136- 
50. 
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did not go to the theatre to see Hamlet or the Merchant of Venice but rather to see 

Garrick's Hamlet or Macklin's Shylock, and instead of being interested in the play 

being performed, they focused their attention on the quality of the actor's 

performance. This brought the audience's attention away from the literary niceties 

of the dramatic text towards the grandeur of the staging (setting, costumes, music) 

and the skill of the performers. 

A contemporary portrait of Garrick 

by Thomas Gainsborough (Figure 4.1) 

perfectly epitomizes this trend: Garrick is 

featured in a relaxed position, standing 

with his legs slightly crossed while 

leaning affectionately on a bust of 

Shakespeare with his arm around the 

bard's shoulders. " The striking similarity 

of facial features between the actor and 

the bard's sculpture is not just a celebra- 

tion of the man who more than any other championed Shakespeare, but it also 

suggests a more profound similarity between the two. Garrick is here portrayed as 

the rightful heir of Shakespeare's greatness, the actor who has done for his 

contemporaries what the master playwright had done for the Elizabethans. 

In a similar way to the world of commedia dell'arte and the situation 

'" I have borrowed the idea of Gainsborough's portrait as a symbol of the supremacy of the actor 
from Sheerer West's monograph The Image of the Actor in which the author attempts to trace the 
process of construction of the eighteenth-century actor through descriptions, accounts and the 
pictorial representation of his acting style. The photograph in figure 4.1 is an electronic version of 
the portrait which can be found on the National Portrait Gallery Collection Online available at 
http: //www. npg. org. uk. 
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described in the previous chapter with regards to the relationship between Goldoni 

and Sacchi, playwrights in eighteenth-century London found themselves in a 

position of inferiority towards the actor. " This was a position where their 

creativity in the writing of plays was subordinated to the actor's demands for a 

successful stage performance. 

Andre Lefevere's notion of `patronage', namely `any kind of force that 

can be influential in encouraging and propagating, but also discouraging, censor- 

ing and destroying works of literature' ("Translating Literature" 178), in the case 

of texts to be translated for the eighteenth-century stage was exercised by stage 

practitioners rather than academicians. Playwrights were in fact constrained in the 

production of new plays by having to tailor characters, plots and dialogues to the 

requirements of the lead actor. In the advertisement prefacing the second 

translation of 11 servitore (1784), which for reasons of space will serve here only 

as a background to Vaughan's version, Irish playwright Robert Jephson nicely 

illustrates the instrumental value of the text, which is seen as a vehicle for the 

actor's performance: 

The author of this trifle never intended it for publication; but it has 

escaped to the press without his knowledge, and contrary to his 

inclinations, he wishes to declare, that (notwithstanding its success upon 

the stage, and the little merit expected in pieces of this nature) he had too 

much respect for the reader to think of presenting him with a composition 

written merely to serve a favourite Performer at his Benefit, and 

produced with the most careless celerity. (Jephson The Hotel 1783 A2) 

The way in which Jephson hastens to make plain that this `trifle' was never 

20 Goldoni himself, in a passage from his Memoirs, indicates Garrick and Sacchi and Preville as 
the best comedians of the eighteenth century: `Notre si6cle a produit trois grands Comediens 

presqu'en memetems: Garrik [sic], en Angleterre, Preville, en France, Sacchi, en Italie. ' (Goldoni 
Memoires de Goldoni 156) 
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intended for publication and was instead written `merely to serve a favourite 

performer' is a clear indicator of the non-literary value attributed to performed 

drama in this period. Although he lays no claims to the quality of the piece 

`notwithstanding its success on the stage', he still considers it legitimate to claim 

the text as his own creation and not to acknowledge Goldoni's text. 

The authorial status enjoyed by actors at the time of Garrick is the result of 

a radical revolution in acting that took place in the eighteenth century. The new 

`naturalistic' style that Charles Macklin and Garrick himself brought to the 

London stage not only changed the practicalities of performance but it had a 

radical effect on the perception of the theatrical event on the part of the audience 

(Nicoll and Rosenfeld 9). The playwright Richard Cumberland was eighteen when 

he first saw Garrick on the stage and his recollections are very revealing of the 

impact of Garrick's innovative style on the audience's theatrical experience: 

... 
heavens, what a transition! - it seemed as if a whole century had been 

stept over in the transition of a single scene: old things were done away 

and a new order at once brought forward, bright and luminous, and 

clearly destined to dispel the barbarism and bigotry of a tasteless age, too 

long attached to the prejudices of custom, and superstitiously devoted to 

the illusion of imposing declamation. " 

Concepts of naturalness and style are timebound and one generation's naturalism 

will be perceived by the one that follows as the most awful contrivance, but 

Garrick's actorial revolution did have a very profound impact not only on the way 

that plays were performed but also on the way in which they were translated. 

If we look at the characterization of Truffaldino in Goldoni and Vaughan, 

for instance, we can identify a move away from a stock and caricatured portrayal 

21 This extract is given as reported in Nicoll and Rosenfeld p. 18. 
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of the servant towards the creation of a more believable and psychologically 

realistic character. The following extracts are from the point in the plot when 

Truffaldino, after having mistakenly given to Florindo a letter addressed to 

Beatrice, attempts to seal it himself: 

TRUFFALDINO: Sta lettera the va a st'alter me padron, me dispias de 
averghela da portar averta. M'inzegner6 de piegarla. (fa varie piegature 
cattive) Adess mo bisogneria bollarla. Se savess come far! Ho vist la me 
siora nonna, the delle volta la bollava le lettere col pan mastegä. Voio 
provar. (lira fuori di tasca un pezzetto di pane). Me dispiase consumar 
sto tantin de pan; ma ghe vol pazienza. (mastica un po' di pane per 
sigillare la lettera, ma non volendo 1'inghiotte) Oh, diavolo! L'e andä zo. 
Bisogna mastegarghene un altro boccon. (fa lo stesso e 1'inghiotte) No 
ghe rimedio, la natura repugna. Me proverb un'altra volta. (mastica, 
come sopra. Vorrebbe inghiottire il pane, ma si trattiene, e con gran 
fatica se lo leva di bocca) Oh, I'd vegnü. Boller6 la lettera. (1a sigilla col 
pane). (I, xiv) 

What we have here is the transcription of a commedia lazzo. Most of the 

characterization of Truffaldino in Goldoni is done a -posteriori and attempts to 

recollect and capture for the page Antonio Sacchi's performance as Truffaldino. 

What creates the character of Truffaldino in Goldoni is the use of the mock- 

Bergamask dialect, which immediately identifies the humour of commedia 

servants and is so beautifully peppered in Goldoni with `pearls' of wisdom passed 

from generation to generation (`la me siora nonna, the delle volte bollava le letter 

col pan mastegä'), the only type of knowledge permitted to the lower classes. But 

what also contribute to characterization are the imaginative gestural gags that 

were part of the repertoire of the lead actor. Sacchi constantly worked on these, 

performance after performance, and perfected this alongside his ever-growing 

intimacy with the audience. It is in the character of Truffaldino that the relation- 

ship between written text and performance in 11 servitore is at its most 

complicated for translation and at the same time most fascinating. 
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In Vaughan's translation, we move then from an actorial authority that 

manifests itself through the mastering of unnatural and grotesque physical 

postures and is characterized by improvisation to one that is all about naturalism 

and style, stage presence and elocution. The terrain for such a change in actorial 

rendition is constructed once again through manipulations of the plot. Vaughan's 

translation in fact eliminates the lazzo (as it does with most of the other physical 

gags in the text) by resealing the letter: 

TRIMWELL: Your commands shall be obeyed Sir. But what excuse 
have 1, Sir, for it's having the seal broke. 

NEVILLE: I will reseal it. (seals it); and if you but find Richard, all will 
be well again and you amply rewarded. 

(Vaughan 26) 

It is Neville instead of the servant that seals the letter. This trick is used to elimi- 

nate the need for physical gags that were deemed contrived and unstylish. The 

characterization of the servant in Vaughan is achieved through stylish and witty 

delivery, very unnatural-sounding to a contemporary ear (especially for a servant), 

but much more `realistic' to the ears and mind of the contemporary audience, as 

we can see from the following extract where Trimwell introduces his master: 

TRIMWELL: Yes, sir - John Frederic Montague - (who, as I said before, 
has the good fortune of having me as a servant) - has just arrived post 
from Dover, desires to see you, sent me with this message, and now 
expects my return with impatience, to be admitted [to be delivered in a 
quick affected tone]. And if you want to know who I am, my name, or 
rather names - for you must know - like master like man -I have my 
three John Epaluet Trimwell, gentleman and valet-de-chambre, as you 
see, to this very honourable stranger. (15) 

The passage does not make any suggestions for gestures to accompany the 

delivery, nor does it involve any dialect or physical gag. Instead, there is a very 

revealing suggestion for delivery ('to be delivered in a quick, affected tone') 

which emphasises the emotional state the actor should mimic to achieve the 
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impression of real feeling. Vaughan's text is full of these suggestions for delivery 

which vary from very general states of mind (Angrily (17; 21; 23), Agitated (17; 

27; 27), Anxiously (17), Surprised (22; 24)) to very specific responses to events 

(Expressing great surprise at hearing the name (14), Expressing looks of great 

pleasures at the letters (6)). This is because part of the actor's craft at the time 

was in fact that of recreating individual states of mind or `passions', which should 

accompany and inform the delivery of his lines (Taylor 60). These ̀ passions' were 

identified in the script through a system of notation which would indicate to the 

actor which state of mind to adopt and help him convey the passion that most 

suited that moment in the scene. Both eighteenth-century actors and audiences 

conceived of performance as a series of isolated and individual emotions rather 

than a process of development of a character - and this acting style affected the 

way in which foreign texts were appropriated by the translator. The authorial 

position that actors acquired in the late-eighteenth century made acting styles and 

modes of delivery the language into which any foreign text was rewritten. 

4.4 Covert translation practices and translation theory 

As Vaughan's translation reveals in its negation of the act of translation and its 

extreme appropriating practices, the distinction between translating literature and 

translating for the stage involved distinct understandings of the concepts of 

authorship and text. While in the case of literary translations, the translator had to 

contend with the original author for a spot in the limelight, in many cases of 

translation for the stage the translator became the sole author of the text. This 

situation of schism between literature and performed drama in eighteenth-century 
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Britain has made the investigation of translated drama in this period particularly 

understudied. The massive importation of continental drama onto the London 

stage which occurred throughout the eighteenth century involved such radical 

rewritings of the dramatic texts imported that traditional approaches would have 

considered them beyond the realm of competence of translation analysis. It is only 

with the arrival of polysystem theory and the cultural turn that translation studies 

started to focus on the wider system of exchange of texts between cultures and to 

incorporate extreme cases of rewritings which could contribute to redefine the 

notion of translation. One limitation of this opening up of the study of translation 

to phenomena of adaptation and rewriting lies in the fact that it was pursued 

primarily from a literary perspective. Theatrical adaptations of foreign texts would 

therefore be generally classed and understood as a subgenre of literary translation. 

This is very clear if we look at the eighteenth-century chapter of the Oxford Guide 

to Literature in English Translation. Here Laurence Venuti makes no distinction 

between eighteenth-century translation practices used for fiction and those used 

for staged drama. In his subsection on eighteenth-century fiction and drama he 

informs us that: 

Translation also had a significant impact on English drama by initiating 

or sustaining trends and by bringing the latest international hits to 

London, Dublin and provincial theatres. ("Neoclassicism and the 

Enlightenment" 59) 

He then goes on to substantiate his claim by referring to the work of a few 

translators of the period: Katherine Philips, George Colman, Elizabeth Griffith 

and Elisabeth Inchbold. On the one hand, though restricted by the nature of the 

piece, Venuti's selection of the eighteenth-century representatives of drama 
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translation serves us well in that it illustrates the translation practices that would 

flourish in British theatre in the nineteenth and twentieth century: adjusting form 

and content to suit the theatrical sensibilities of the time (Colman and Griffith) 

and rewriting the text for the stage from a literal translation of the original 

(Inchbold) (60). However, Venuti seems to base his recollection of drama 

translation practices solely on translations that openly admit to being translations, 

and to translators that have explicitly reflected and written on their practice to 

explain or justify their choices. He does not, on the other hand, include all those 

translations which, like Vaughan's version, pass themselves off as originals. 

Venuti here seems to be using as sole criterion for the inclusion or exclusion of 

texts within the category of translation an explicit acknowledgment of the act of 

translation. And yet it is the very extreme nature of these examples of appropria- 

tion of foreign texts that makes plays like Vaughan's ideal sites for the study of 

cross-cultural transfer. As Andre Lefevere lamented on several occasions, the 

translation of drama has been grossly under-represented within translation theory 

("Translating Literature"), and what I would argue with my analysis of Vaughan's 

version of II servitore is that the exclusion of covert translation practices from the 

body of translation analysis is a major reason behind the limited attention paid to 

dramatic practices in translation studies. And if translation theory is to benefit 

from the input of the translation of drama, the criteria of identification of a 'trans- 

lation' should be opened up to include texts that do not define themselves as trans- 

lations. This will hopefully send out a signal of encouragement for the exploration 

of covert translation practices and for the analysis of extreme theatrical 

adaptations and rewritings from within the framework of translation studies. 
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5 Entering the Literary Canon: Edward J. Dent's 
literal translation 

When the first acknowledged translation of II servitore appeared in English in 

1928, the literary and theatrical contexts within which it found itself were 

drastically different from those of its eighteenth-century versions. Throughout the 

nineteenth century, Thomas Vaughan's and Robert Jephson's covert translations 

of II servitore, discussed in the previous chapter, continued to be successfully 

performed on the British and American stage, ' but no other translation of the text 

appeared in print during this period. This lack of re-translation of Il servitore 

coincided with a general decline in the popularity of Goldoni's drama throughout 

Europe. The new Romantic sensibilities of the period privileged `depth of 

characterization, novelty and richness of invention' (Schlegel and Morrison 226) - 

all elements that, according to the critics of the time, were entirely missing from 

Goldoni's plays? The Romantic dismissal of his style, combined with a change in 

the dominant poetics of nineteenth-century drama, led the Venetian playwright 

into a period of obscurity? 

' The popularity of Jephson's and Vaughan's translations of 11 servitore is clearly visible in the 
number of reprints that were produced well into the nineteenth century (see Appendix 1). As for 
their popularity on the British and American stage, we need to turn to the records of theatrical 
performances of the period. In the Biographia Dramatica: A Companion to the Playhouse, Erskin 
Baker writes that Vaughan and Jephson's versions during the nineteenth century were `still 
frequently performed' (Erskine-Baker and Reed 365). 
2 In his Course of Lectures on Dramatic Art and Literature, Wilhelm von Schlegel writes `He 
[Goldoni] is certainly not deficient in theatrical skill; but, as the event has proved, he is wanting in 
that solidity, that depth of characterization, that novelty and richness of invention which are 
necessary to ensure a lasting reputation' (Schlegel and Morrison 226). 
3 According to The British Museum's General Catalogue of Printed Books and the few sources on 
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This chapter looks at the conditions that facilitated the process of 

rediscovery of Goldoni's work at the end of the nineteenth century and 

specifically at the strategies employed by the first acknowledged translation of Il 

servitore to produce an authoritative version of the play. From his academic 

stance that privileged philological accuracy over performability, Edward J. Dent 

produced in 1928 a translation of II servitore that for the first time was accepted 

and incorporated in the ranks of `canonical' foreign drama. But would accuracy 

and attention to content be sufficient to render the literate and performance 

hybridity of-, II servitore? And what would be the consequences of a literal 

approach to the text on the performance practices of future stagings? 

5.1 Positioning and historical reconstruction 

Andre Lefevere describes the reception of an author in a foreign language as a 

composite process that is far from coherent ("Acculturating Bertold Brecht" 109). 

Despite the organic appearance that characterises translations, anthologies and 

monographs of foreign authors, what we are exposed to as readers and consumers 

of foreign literature is a disjointed assortment of interpretations, rewritings, 

selections of the author's ideas and, themes which resists a unified viewpoint and 

presents itself in the form of refractions. These refractions, as Lefevere terms 

them, operate in a symbiotic relationship with one another and they all contribute 

to producing a constructed image of the foreign author in the target culture which 

Goldoni in English translation, after John Galt's translation ofL'Avaro Fastidioso in 1814 there is 

a very long gap in the translation of Goldoni's plays until 1890 when A. Clapin produced a 
translation of I! Burbero Benefico. As mentioned earlier, however, this lack of translation had little 

effect on the popularity of the covert translations of II servitore on the British stage during the 
same period. See Sciullo p. 154, Maddalena "Goldoni in inglese" p. 1 and Weiss p. 448. 
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not only determines the interpretation of their work but also influences, to varying 

degrees, the translator's attitude and choices (Lefevere Translation, Rewriting 41). 

But the relationship between this web of refractions and the translator is not 

simply one of passive influence. By adopting the dominant interpretations and 

views of the foreign author, the translator can place his own work in an authorita- 

tive position, thus influencing future readings of the text. 

We saw in the previous chapter that during the first phase of importation, 

Il servitore did not act as a refraction of the author's image, or as a rewriting of 

his ideas and themes. It was absorbed, always covertly, into the target theatrical 

system where it was manipulated and refashioned for the purposes of theatrical 

entertainment. Once absorbed into the target system it continued to be performed 

and rewritten for the stage separately from its original author and from within the 

receiving culture. Il servitore's enduring popularity on the British and American 

stage throughout the nineteenth century was made possible by the very distance 

that existed between the text and its author, which sheltered the play from the 

repercussions of the negative dismissal of Goldoni's poetics by nineteenth-century 

critics. 

Edward J. Dent's translation, published by Cambridge University Press in 

1928, initiated a new phase of reception for Il servitore, a phase that would see the 

text reunited with its author and its cultural context and positioned for the first 

time within the literary system as a refraction of Goldoni's poetics. What I hope to 

show here is how Dent positions his translation of 11 servitore well within the 

boundaries of the contemporary views of Goldoni's drama with the aim of 

producing for the first time an authoritative version of the play. 
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Between the end of the nineteenth century and the beginning of the 

twentieth, there had been a rediscovery of Goldoni's plays both in academia and 

in literary circles. Robert Browning, a passionate admirer of the Venetian way of 

life, famously dedicated a sonnet to Goldoni, which summarizes very well the 

reasons behind the new appreciation of his style of comedy: 

Goldoni--good, gay, sunniest of souls-- 
Glassing half Venice in that verse of thine-- 
What though it just reflect the shade and shine 
Of common life, nor render, as it rolls, 
Grandeur and gloom? Sufficient for thy shoals 
Was Carnival: Parini's depths enshrine 
Secrets unsuited to that opaline 
Surface of things which laughs along thy scrolls. 
There throng the people: how they come and go, 
Lisp the soft language, flaunt the bright garb, --see, -- 
On Piazza, Calle, under Portico 
And over Bridge! Dear king of Comedy, 
Be honoured! Thou that did'st love Venice so, 
Venice, and we who love her, all love thee. 4 

At a time when Venice was becoming aware of its political and cultural decline, 

foreign travellers and writers were all the more fascinated by the portrayal of the 

grandeur and glory of eighteenth-century Venice. From the 1880s onwards, new 

works appeared in print dealing with the Venetian author's life and works 

(Chatfield-Taylor), with the peculiarity of his genius and his innovation in Italian 

theatre (Lee) and exploring the authenticity of the Venetian settings of his plays 

(Kennard; Lee). The Venetianness of Goldoni's work and the alleged veracity of 

his portrayal of authentic life and characters were seen by many as the most 

valuable contribution of his plays. ' H. C. Chatfield Taylor, in his monograph on 

4 Browning was an admirer of Venice and he spent several autumns there in later life with his son 
who had married and settled in the city. He wrote this sonnet in 1883 on the occasion of the 
erection of a statue in honour of Goldoni in Campo San Bartolomeo. The sonnet is part of The 
Poems and Plays of Robert Browning p. 1092. 
s The American scholar Joseph Spencer Kennard underlines the realism of Goldoni's work very 
forcefully in his monograph Goldoni and the Venice of his Time when he writes `No man has ever 
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Goldoni, adduces authenticity of portrayal as the main reason for the predomin- 

ance of his comedies: 

I have laid particular stress, therefore upon his comedic work, my aim 

having been to present Goldoni not only as a fruitful dramatist, but also 

as a naturalistic painter of life, whose comedies present a vivid picture of 

an epoch. (x) 

Unlike foreign writers who visited the city and reported fictionalised accounts of 

what they saw, as a true Venetian writer, Goldoni was seen as a reliable source for 

an authentic account of the life of the city. In a chapter dedicated to Goldoni in her 

Studies of the Eighteenth Century in Italy, Vernon Lee writes: 

But Goldoni has another Venice to show, a Venice undiscovered by 

gallant idlers like the President de Brosses, or pedantic guide book 

makers such as La Lande. Let us follow Goldoni across the square of St. 

Mark's, heedless of the crowd in mask and cloak, of the nobles and their 

silk robes, of the loungers at the guilded coffee-houses, of the gamblers 

and painted women lolling out of windows; (... ) and, let us thread the 

network of narrow little streets of the Merceria. There, in those tall dark 

houses (... ) is the real wealth, the real honour, the real good of Venice. 

(265) 

In the wake of realism and the search for an authentic portrayal of real places and 

people, critics were fascinated by Goldoni's very intimate descriptions of Vene- 

tian landscapes with their unique sounds and colours and relished in his account 

of the lives of the simple folk, the Venetian fishermen and servants. The good and 

wholesome spirit of Venetian life was seen as a positive and safe model that could 

have an educational as well as an entertaining function. Besides, at a time when 

more accurately reflected in his own self or more accurately revealed in his writing the thought, 
the atmosphere and the soul of his own environment' (247). 
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translation from European languages avoided contemporary writers' for fear of 

contracting the continental maladies of the fin de siecle - i. e. naturalism and 

decadence - Goldoni's tame and modest portrayal of a simpler Europe offered a 

very useful alternative. 

Moreover, by the second half of the nineteenth century, Venice had 

become one of the most attractive destinations for British travellers. Especially 

after the publication -of Ruskin's The Stones of Venice in 1853, the British 

aristocracy and the upper classes developed a fascination with all things Venetian. 

Ruskin drew several parallels between the splendour and might of the Venetian 

Republic during the Renaissance and the powerful role played by England in the 

Empire. Venice and its magnificent ruins were to be an inspiration and at the same 

time a warning for the future of the Empire: 

Since first the dominion of men was asserted over the ocean, three 

thrones, of mark beyond all others, have been set upon its sands: the 

thrones of Tyre, Venice and England. Of the First of these great powers 

only the memory remains; of the Second, the ruin; the Third, which 

inherits their greatness, if it forget their example, may be led through 

prouder eminence to less pitied destruction. (Ruskin 9) 

The interest in Venetian history and art and in the historical context of Goldoni's 

plays in literary circles helped the Venetian author achieve more visibility in 

Britain and this affected the way in which his work was received in the theatre as 

well. Although translators and adaptors continued to make adjustments to the 

plays, often with lengthy cuts and additions, they now felt the need to justify these 

changes and reassure the audience that the translation had kept as closely as 

6 Here I am referring in particular to French naturalist novelists and thinkers whose work was 
deemed dangerously immoral and damaging for the British public - an attitude that culminated 
with the famous withdrawal of Emile Zola's novels from public libraries in 1888. See Pym p. 75. 
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possible to the `spirit' of the original. Miss. Davies Webster, who adapted La 

Locandiera for Drury Lane in 1899, eliminates several characters and entirely 

rewrites some of the key speeches by the protagonist Mirandolina, but she assures 

her audience in the programme of the, first production that: 

In the adaptation the aim of the adaptress has been rather to stick as 

closely to the spirit of Goldoni's original play as possible, merely cutting 

and altering what is absolutely necessary to make it actable, than to make 

a new one according to modem rules of stagecraft. (567) 

Miss Webster's recognition of the existence of an essence, a `spirit' that is 

peculiar to Goldoni's play is further proof that a process of canonization of his 

work in English was well underway in this period. 

It was not just the literary system, though, that influenced the reception of 

Goldoni on the British stage. Performances of his plays also contributed to 

increase his literary fame. During the second half of the nineteenth century, the 

translation of Goldoni's plays and interest in his work grew enormously as a result 

of the very successful performances of La locandiera by the most acclaimed 

Italian actress of the time, Eleonora Duse. ' Duse took on the role of the charming 

Innkeeper in 1894 and made a lasting impression on audiences of the time, as 

reported by a review of The Stage: 

The merits of this play have latterly been recalled to English audiences 

by the delightful impersonations of Mirandolina given by Signora 

Eleonora Duse, who has thus made `La Locandiera' one of the most 

popular pieces in the London repertoire and who has also appeared 

therein before the Queen at Windsor'. (82) 

A new translation of La locandiera was published in conjunction with these performances, 
probably to accompany and facilitate the comprehension of the performances which were in 
Italian. See Duse. 
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The tradition of Italian theatre being heralded by actors performing in Italian is a 

long-standing one on the London stage. That is how commedia dell'arte figures 

and ideas penetrated the British tradition, through the exchange of performers 

rather than texts. And those performances in the case of Duse's Locandiera were 

also instrumental in increasing the numbers of translations. By her own 

admission, the prolific Irish writer and translator Lady Gregory decided to include 

Goldoni in her list of representative European dramatists as a consequence of 

seeing Duse's performance. ' Both the theatrical and the literary system seem to 

have worked symbiotically at the turn of the century to promote Goldoni's status. 

The interest of British audiences in all things Venetian can be seen at work 

also in the two anthologies of Goldoni's plays published in the forty years 

preceding Dent's translation. The first collection of plays to appear in 1892 was 

`The Comedies of Carlo Goldoni' edited by Helen Zimmern for a series entitled 

Masterpieces of Foreign Authors. This anthology, which only includes some 

minor plays (Un curioso accidente, Le Bourru Bienfaisant, II ventaglio, The 

Spendthrift Miser) and neglects to mention the translators, gives however a good 

indication of the increased awareness of critics and translators towards one of the 

most challenging aspects of Goldoni's plays in translation: his complex mixture of 

languages and dialects. In the `Introduction' to the plays, Zimmern describes 

Goldoni's language as an `admixture of dialects': 

It is this admixture of dialect, however - and a racy, good humoured and 

amiable dialect it is that Venetian - which renders Goldoni's works so 
difficult, indeed impossible, to translate, especially into English, where 

8 Lady Gregory herself notes in the foreword to her translation: `Many years ago I had the joy of 
seeing Duse in the ironing scene; and the lovely movements of her hands and the beauty of the 
voice that called `Fabrizio! ' are still clear in my memory'(77). 
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dialects such as the Italian, which form quite distinct languages, are 

unknown. Happily; for we are thus saved much confusion of tongues, and 

we hence know not such schism between written and spoken language 

such as exists in Italy. (27) 

Zimmern's acknowledgement of the complexity of the language is certainly a step 

forward in the process of interpretation of Goldoni's work from the second-hand 

and covert practices of the eighteenth century, but it still reveals a naive attitude 

towards Goldoni's theatre. Oblivious to the enriching effect of plurilingualism - 

one of the great achievements of Goldoni's plays aimed at putting the real world 

on the stage9 - Zimmern sees the Italian experience as a `confusion of tongues' 

which needs to be neutralized through translation into English, a `superior' idiom 

in her view, by virtue of a closer correspondence between spoken and written 

language. 

The importance of dialect for a realistic representation of life is explored 

even further in the next collection of Goldoni's plays to appear in Britain, Clifford 

Bax's Four Comedies by Carlo Goldoni, which was published in 1922 and will 

have most certainly been well known by Dent. Even though the comedies chosen 

by Bax to represent a cross-section of Goldoni's drama are written in standard 

Italian (La locandiera; L'impresario delle Smirne; La buona figliola; II 

ventaglio), 1° in his discussion of the criteria for selection, issues of dialect take 

centre stage. Discussing a possible translation of Le baruffe chiozzotte (The 

Chioggian Brawls), which he had considered for inclusion, he comes to the 

In his preface to the first collection of his comedies, Goldoni writes: `Quanto alla lingua ho 

creduto di non dover farmi scrupolo d'usar molte frasi e voci lombarde e (.. ) alcuni vernacoli 
Veneziani. Il Dottore the recitando parla in lingua Bolognese, parla qui nella volgare italiana. Lo 

stile poi l'ho voluto qual si conviene alla Commedia, vat a dir semplice, naturale, non accademico 
od elevato. Quest'6 la grand'Arte del comico poeta di attaccarsi in tutto alla Natura, e non 
iscostarsene giammai' (Goldoni "Prefazione alle commedie" 74-75). 
10 As I explained at length in Chapter Two, when I refer to Standard Italian in Goldoni, I mean the 
Tuscan variety of Italian which was considered the standard literary language of the time. 
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conclusion that Goldoni's use of the Chioggian dialect is untranslatable (Bax 8). 

Bax's sensitivity towards the authenticity and potential for signification of dialect 

indicates a change of direction in the reception of Goldoni's work, from an 

attention to the content of his plays - plot development, dramatic action, comedy 

- to an awareness of their form and the `impossibility' of its translation. Both 

Zimmerman's and Bax's contributions underline the uniqueness of Goldoni's 

language, an idiom so embedded in Venetian culture as to be untranslatable, and 

in so doing they add to the portrayal of Goldoni as the quintessentially Venetian 

author already suggested by Browning and the critics. 

Dent makes use of the Venetian theme and of the historical value of Gol- 

doni's drama very openly in the framing of his translation. In the introduction to 

the play he makes a clear reference to the type of Venice portrayed in Il servitore: 

Goldoni's Venice is the Venice of the remoter streets, not the gay 
international city of pleasure shown us in Volpone and in the Memoirs of 
Casanova. (The Servant of Two Masters viii) 

Goldoni is at his best when he lays his scene in his native Venice. His 

heroes and heroines are conventional figures, often of little interest, but 

he gives a vivid presentation of types from humbler life, porters, waiters, 

fisher-folkes and gondoliers. (The Servant of Two Masters vii-viii) 

And yet Il servitore is not one of Goldoni's most Venetian plays. The Venice of 

the remoter streets that Dent refers to is developed by later plays such as Il 

campiello (The Square) or La bottega del caffe (The Coffee Shop). Il servitore is 

still very close to the form of the scenario, a text that is the product of the itinerant 

nature of the commedia dell'arte companies and that is written to be relocated, 

changed and adapted according to the location of the performance. But Dent, 
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wishing to position Il servitore firmly within the prescribed boundaries of 

Goldoni's production in order to produce an authoritative translation, decides to 

highlight the Venetian setting. He does so by adding to the text a Venetian 

musical score. In the material preceding the text of the play, Dent introduces a 

detailed list of suggestions for musical accompaniments and songs (The Servant of 

Two Masters xii). These include: pieces of comic opera from Baldassarre Galuppi, 

a famous Venetian composer and friend of Goldoni's; pieces of choreographed 

dances based on contemporary drawings; and Venetian songs of the same period 

which describe moments of the everyday life of the gondoliers (their rowing 

skills, their songs and serenades to clients and tourists, their love affairs and their 

merry evenings at the inn) (The Servant of Two Masters xiii-xvi). 

The untranslatability of Goldoni's dialect and theatrical language 

underlined by Bax, Zimmerman and Lady Gregory is also at the heart of Dent's 

approach to the translation of II servitore. The translation choices made by Dent, 

which we shall analyse in the following sections, are all predicated on a search for 

clarity and philological accuracy, on an attempt to explain and reconstruct the 

Venetian experience. But an awareness of the uniqueness of Goldoni's idiom and 

the performance dimension of his play are already visible in Dent's positioning of 

the translation in the introduction, where he admits: 

Goldoni's plays are conventional in construction, trivial in incident, 

undistinguished in dialogue and strictly moral in intention; yet when they 

are seen on the stage, especially if acted by a Venetian company, no one 

could fail to enjoy their delightful humour. (The Servant of Two Masters 

ix) 
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Instead of acculturating the play through relocation, like his eighteenth-century 

predecessors, in the orientation of the translation Dent magnifies the peculiarities 

of the, source culture and uses it to lend authority to his translation and thus 

effectively reclaim II servitore as part of the body of Goldoni's work. By 

positioning his translation within the system of refractions of contemporary 

criticism (Venetianness, untranslatability of dialect, and performance) he was to 

secure its acceptance within the literary system of a text that had for over a 

century been appropriated by theatrical performance. 

5.2 Literalness and the explanatory mode of opera translation 

If we look at it in terms of norms of translation behaviour, Dent's choice of 

positioning the text within the accepted interpretation of Goldoni's work of the 

time seems to suggest a target-oriented approach aimed at achieving a high level 

of acceptability within the target literary system (Toury Descriptive Translation 

Studies and Beyond 58-61). However, an analysis of explicit statements made by 

Dent about translation and of textual features suggests a different picture. In this 

section, we will explore explicit statements and micro translation choices such as 

actual syntactic and lexical shifts ('textual-linguistic norms' in Toury) and see 

how they relate to the translator's positioning of the text. 

Dent's personal writings, " as well as his unpublished correspondence with 

Goldoni scholar Edgardo Maddalena, reveal that he had been toying with the idea 

"A very useful source of biographical and bibliographical information for translation scholars 
working on Cambridge translators is the Janus database, an online gateway to manuscript 
collections and archives of the University of Cambridge, available at http: //ianus. lib. cam. ac. uk. 
See Janus Database. 
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of translating a Goldoni play for the Amateur Cambridge Society for some time. " 

He was very interested in the study of eighteenth-century Italian music and was 

keen to introduce Goldoni's world to British audiences as well as to his fellow 

Cambridge scholars. " 

Although in the extant exchange with Maddalena, Dent does not discuss 

directly his approach to the translation of II servitore, his comments are very 

revealing of his attitude towards translation: 

Trovo the il McKenzie si 6 permesso molti anacronismi di stile: avrebbe 

fatto meglio di prendere lo Sheridan per modello. Manca il sapore 

settecentesco, e certi americanismi, come per esempio `see here' -'good 
for you' fanno un effetto orribile. Ridicolo 6 anche quando Giannina 

invita Moracchio al `lunch', parola di societd moderna. Anche oggi le 

persone vecchie e beneducate non dicono mai `lunch' ma invece 

`luncheon'. (Letter to Maddalena on Mackenzie's translation 65) 

One proviso that Toury adds to the suggestion of using translators' statements on 

their own practice is that they must be handled with care as they are often 

incomplete or biased in favour of the position held by the translator in the socio- 

cultural system of the target culture (Descriptive Translation Studies and Beyond 

65). It is very useful then to add to the descriptions of the translator's own practice 

other comments, especially if of a more private nature, that the translator makes 

and which might help clarify his position. Dent's letter to Maddalena reported 

12 In an unpublished letter to Maddalena in 1911, Dent writes `Forse un'altro anno tenteremo 

anche not Il ventaglio o forse Il bugiardo' (Letter to Maddalena on Mackenzie's translation 65). 
During the research I carried out in the Goldoni library in Venice, I discovered in the Maddalena 

archive three original letters sent by Dent to Edgardo Maddalena between 1910 and 1923 where 
they discuss some of the problems involved in the translation of Goldoni's work in English and 
Dent evaluates the quality of Lady Gregory's translation of La- locandiera and Kenneth 
Mackenzie's translation of Il ventaglio. See Letter to Maddalena on Lady Gregory's Mirandolina 

p. 125, Letter to Maddalena on Mackenzie's translation p. 65 and Letter to Maddalena on Venice 
69. 
In the same letter to Maddalena, Dent adds `Ho parlato spesso di Goldoni a Cambrige: ma 

nessuno lo conosce, e sorridono alla solita pazzia e vanity dell'italianofilo' (Letter to Maddalena 
on Mackenzie's translation 65). 
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above is a case in point. Commenting on Kenneth Mackenzie's translation of 

Goldoni's II ventaglio, Dent reveals a philological approach to the source text: one 

that favours the reconstruction of period style over the use of a more 

contemporary idiom and stresses the importance of maintaining the eighteenth- 

century flavour of the original. Among his lexical choices for II servitore we find 

several examples of period flavour, for instance, in the choice of money 

equivalents ('ducati'/ `guineas') and in the use of old-fashioned forms of address 

and phrasing ('Signor padre, vi prego, lasciatemi stare'/ `Sir, I entreat you to leave 

me alone'). Reconstruction of period flavour indicates a source-oriented 

behaviour aimed at reproducing source norms, in this case eighteenth-century 

lexical choices, to achieve the maximum of adequacy. The two poles of adequacy 

and acceptability suggested by Toury are thus reconciled in Dent's translation, 

which positions itself within the norms of the target system while encouraging the 

reconstruction and prominence of the source culture. 

Dent's familiarity with eighteenth-century Italian and with Goldoni's own 

style which he developed through the translation of several opera buffa libretti 

seems to put him in the ideal position to attempt the translation of one of the 

comedies. "' However, translating opera and translating commedia dell'arte plays 

is not as similar an activity as it might seem at first sight. As a man of the theatre 

and a real connoisseur of the theatrical traditions he wrote for, Goldoni had a very 

adaptable writing style. When he wrote opera buffa libretti, he would do so in 

close connection with composers and singers and he would therefore produce a 

type of text that functioned for the lyric stage, and by the same token when he 

14 Jackson Cope provides a very well-documented overview of Goldoni's opera buff a libretti and 
their translations into English in his article Goldoni's England and England's Goldoni. 
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wrote comedies he would tailor (or sometimes borrow) characterization and 

speeches for the company of commedia dell'arte actors who were going to 

perform the play (Alberti 15). Although to a contemporary reader they might look 

very similar, Goldoni's opera buffa libretti and his comedies are written to 

function in two very distinct theatrical environments. 

In his approach to the translation of Il servitore, Dent seems to neglect this 

distinction. As a professor of music at Cambridge and a passionate advocate of the 

popularization of Italian opera in Britain, his approach to translation was very 

much formed around his experience as an opera scholar and translator. 

In what can be seen as the first article on the translation of opera in 

English (first published in 1934), Dent outlines the fundamental principles of his 

approach to translation (Dent "Translating Opera"). Firstly, a translator should 

strive to make the play intelligible to the audience ("Translating Opera" 1). The 

language, according to Dent, needs to be crystal clear and very simple, on the 

grounds that spoken language is harder to follow, especially when sung, and thus 

the translator must avoid all unusual phrasing and words that are too complex or 

do not translate well. The criterion of intelligibility is then extended beyond 

language to plot development and characterization, suggesting that the translator 

ought to be very familiar with the overall development of the plot and make sure 

that he understands how each line contributes to the development of the characters 

(Dent "Translating Opera" 2). Despite this focus on clarity and graspability which 

seems to suggest a modern approach to the translation of drama, one that favours 

communication with the audience over fidelity, Dent's principles rest on a 

conception of the text as a secondary element, whose form does not add to the 
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aesthetic value of the piece, a translation that by his own admission often turns out 

to be so close to the original that it becomes literal ("Translating Opera" 3). The 

translator in this sense is viewed as an interpreter and not as a creative writer: 

If the translator fears that his words may appear bold and commonplace 

he must remember that it is the musician's business to clothe them with 

beauty. (Dent "Translating Opera" 2) 

Interestingly, in clarifying his position with regard to translation he makes a point 

of saying that in his view there is no distinction between translation of opera and 

translation of musical theatre (Dent "Translating Opera" 19-20) and this 

wholesale approach seems to extend to drama too. 

In Dent's translation of 11 servitore there are several examples of 

literalness and explanation or elimination of potentially unclear language, 

especially in connection with the use of dialect. Comically evocative expressions 

such as Pantalone's line `ho paura de aver strainteso' (I, ii) or Truffaldino's 

`Povero vecchio, el sari duro de recchie' (I, ii) are rendered literally by Dent as `I 

fear I did not hear you rightly' (The Servant of Two Masters 7) and `Poor old 

gentleman. He must be deaf (8). These expressions are typical of the Venetian 

masks as they rely more on sound than meaning for comic effect ('strainteso' as 

opposed to the standard `frainteso' and `duro de recchie' as opposed to `sordo') 

but in the translation they are simplified to ease the audience's comprehension. 

Yet in doing so they lose the dialect element and rhythm which are clear sources 

of humour in the original. 

The same attention to clarity of meaning can be seen at work in the 

following example, which is taken from a very important moment in the play: 

Truffaldino's first monologue to the audience. This comes very early in the play, 
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in Act I, scene vi, and it is meant to introduce the key character of the servant, 

who was traditionally played by the most famous actor in the company, and serves 

to establish a close relationship between the comic lead and the audience: 

TRUFFALDINO: Sono stuffo d'aspettar, the no posso piü. Co sto me 
padron se magna poco, e quel poco el me lo fa suspirar. Mezzogiorno 
delta cittä 1'8 sonä the 6 mezzora, e el mezzogiorno delle mie budella 1'e 
sonä the sarä do ore. Almanco savesse dove s'ha d'andar a alozar. I alter 
subit the i arriva in qualche cittä, la prima cossa i va all'osteria. Lu. sior 
no, el lassa i bauli in barca del corrier, el va a far visite, e not se recorda 
del povero servitor. Quand' ch'i dis, bisogna servir i padroni con amor! 
Bisogna dir ai padroni, ch'i abbia un poco de caritä per la servitü. Qua 
gh'6 una locanda quasi quasi anderia a vedere se ghe fuss da divertir el 
dente; ma se el padron me cerca? So danno, the l'abbia un poca di 
discrezion. Voi andar, ma adess the ghe penso, gh'e un altra piccola 
difficoltä the non me arrecordava; no ho gnanca un quattrin. Oh Povero 
Truffaldin! (I, vi) 

In the excerpt from the source text the humour rests on the characteristics of 

Truffaldino's speech. The tones and rhythms of his language, which spring from 

his quasi-Bergamask vernacular, identify him as the half dim-wit, half cocky 

servant-knave typical of commedia. Most of the humoristic effect plays on his 

daftness and his obsession with food (`se ghe fuss da divertir el dente'). 

Specifically, in line two, Truffaldino uses the vernacular expression ̀ Lu, sior no. ', 

which would be paired in performance with a series of comic gestures. The same 

expression would not have the same impact in contemporary Italian and its comic 

value is strictly connected to the set of expectations that an eighteenth-century 

audience would have had of the mask of the servant. The moans and complaints 

about his condition of servant are partly rendered by the content of his speech but 

they also rely for signification on the sound of the Venetian dialect and its 

singsong rhythm which exaggerates the pronunciation of the last or penultimate 

syllable of the final word of each line `Sono stuffo d'aspettär, the no posso piü. 

Co sto me padron se magna pöco, e quel poco el me lo fa suspirAr'. Truffaldino 
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then concludes his speech with the rhyming formula which sums up his condition 

and is also a typical feature of the epigraphic nature of the servant's discourse `no 

ho gnanca un quattrin. Oh Povero Truffaldin! '. 

And here is Dent's version of the passage: 

TRUFFALDINO: I'm sick of waiting; I can hold out no longer. With this 
master of mine there's not enough to eat, and the less there is the more I 
want it. The town clock struck twelve half an hour ago, and my belly 

struck two hours ago at least. With my other masters the first thing they 
did, as soon as they came to a town, was to go to a tavern. This 
gentleman - Lord no! He leaves his trunks in the boat at the landing 

stage, goes off to pay a visit, and forgets all about his poor servant. (... ) 
Here's an inn. I've half a mind to go in and see if I can find something to 
tickle my tth (... ) I'll go in - but now I come to think of it, there's 
another little difficulty that I hadn't remembered; I haven't a penny. Oh 
poor Truffaldin' ! (The Servant of Two Masters 19) 

In his approach to the translation of register features, Dent has opted once again 

for literalness and easy graspability. In fact, he does not seem to have made any 

effort to characterise it according to the servant-knave nature of Goldoni's comic 

lead. On the contrary, by keeping very close to the linguistic structures of the 

source text he partially subverts the tone of the passage. Expressions such as `if I 

can find something to tickle my teeth' or `This gentleman - Lord no! ', contribute 

to construct an image of Truffaldino that is very distant from that of Goldoni's 

uneducated and sometimes vulgar servant-knave. Dent's lack of attention to the 

formal aspects of Goldoni's language becomes apparent in his translation of the 

last line, which reads: `I haven't a penny. Oh poor Truffaldin'. The formulaic 

expression is lost and the rhyme disappears, but Truffaldino's truncated name 

unnecessarily remains. . 

The only two deviations from the literal approach are examples of 

simplification of potentially unclear phrasing. The syntactically complex `el 

mezzogiorno delle mie budella l'e sonä the sarä do ore' (*The midday of my 
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bowls, it struck, that must be two hours15) which is characteristic of the spoken 

nature of the servant's speech is tidied up by Dent as `and my belly struck two 

hours ago at least'. And again, Goldoni's `Co sto me padron se magna poco, e 

quel poco el me lo fa suspirar' ('With this master of mine we eat little, and for that 

little he keeps me waiting') is problematic in translation. The problem arises 

firstly from the co-ordination of the two sentences which sit awkwardly in English 

and secondly from the use of the polysemous word `suspirar' which means at one 

time `sigh' (a characteristic trait of Truffaldino), `pine for someone or something' 

(in this case for food, which is also typical of the mask of the servant) and `be 

kept waiting' for something. By translating it as, ̀ with this master of mine there's 

not enough to eat, and the less there is the more I want it', Dent eliminates the 

complication of phrasing as well as the problem of rendering the different 

meanings of `suspirar' to provide a clear and easily graspable line. 

But while clarity and easy graspability are suitable strategies for the 

translation of opera buffa, where the dimension of performance is inscribed in the 

musical score and thus travels easily across cultures, in the case of drama it can be 

very problematic. The dramatic text can be in itself, as Susan Bassnett remarks, `a 

blueprint for performance' (Bassnett "Translating for the Theatre" 74), and a 

translation that does not take into account the dimension of performance can have 

serious consequences on the reception of dramatic texts as well as of that of entire 

theatrical traditions. 

11 The asterisk (*) is used here to indicate an ungrammatical back translation used to illustrate the 
syntactic features of the source text. 
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5.3 Neutralization of the performance dimension 

As discussed at length in Chapter Two, the text of II servitore is an extremely 

hybrid form caught between the literary mode of commedia erudita - the highly 

stylised written comedy of the fifteenth century - and the performance mode of 

commedia dell'arte, and as such it is a text that challenges a notion of translation 

that does not take into account the dimension of performance. 

As Patrice Pavis illustrates, translation for the stage goes beyond the inter- 

lingual translation of the text (Theatre at the Crossroads 136) as it involves the 

encounter of two entities that are in symbiotic relationship with the dramatic text: 

the `situations of enunciation'. Pavis's `situation of enunciation' is an attempt to 

describe the theatrical culture (norms, traditions, economic and aesthetic factors) 

within which a dramatic text is written to function. Theatre translation for Pavis 

occurs at the intersection of two situations of enunciations (Theatre at the 

Crossroads 139), where we confront and communicate heterogeneous theatrical 

cultures. 

As discussed in Chapter Two, commedia scholars have devised methods 

for the identification of textual remnants and traces of commedia improvisation 

techniques. On the basis of these remnants they have suggested possible types of 

performance of the commedia scenari. Richard Andrews, for instance, suggests 

that the way in which commedia actors succeeded in coping with the improvisa- 

tion of long pieces of dialogue was by breaking it down into small manageable 

units (176). These units, which Andrews calls `elastic gags', were modular units 

that could be used in different situations and at different points in the development 

of the plot and they were also self-contained, each reaching a simple conclusion 
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often including a joke or some humoristic effect (178). Moreover, these gags had 

a flexible nature and could be extended through the addition of new material or 

shortened according to the needs of the actors at the time of performance. Most of 

the dialogue was flexible in the sense that it could be cut as unnecessary to the 

understanding of the narrative development but the final punch line was always 

there. This constituted the actor's mental signpost as well as his cue to exit or to 

begin the next unit. 

In Goldoni's Servitore we can still see examples of the modularity and 

flexibility of commedia performance. In the following scene from Act Two we 

find one such `elastic gag' when Truffaldino discusses with Brighella the menu 

for his master's dinner and, ridden as he is by his obsession with food and his 

proverbial foolishness, he inventively misunderstands every dish: 

TRUFFALDINO: Ben donca. Dislme cossa the ghe dare. 

BRIGHELLA: Per do persone, faremo do portade de quattro piatti l'una; 
anderä ben? 

TRUFFALDINO: (L'ha dito cinque o sei piatti: sie o otto, no gh'b mal). 
Anderä ben. Cossa ghe sarä in sti piatti? 

BRIGHELLA: Nella prima portata ghe daremo la zuppa, la frittura, el 
lesso e un fracandb. 

TRUFFALDINO: Tre piatti li cognosso; el quarto no so cossa ch'el sia. 

BRIGHELLA: Un piatto a la franzese, un intingolo, una bona vivanda. 

TRUFFALDINO: Benissimo, la prima portada va ben, alla segonda. 

BRIGHELLA: La segonda ghe daremo l'arrosto, I'insalata, un pezzo de 
came pastizzada e un bodin. 

TRUFFALDINO: Anca qua gh'6 un piatto the no cognosso; coss'e sto 
budellin? 

BRIGHELLA: Ho ditto un budin, un piatto all'inglese, una cossa bona. 

(II, xii) 

The flexibility and modularity of the passage is made clear by the second line, 

where Brighella communicates the number of dishes he intends to serve for 
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dinner. Truffaldino's comical misunderstandings of every dish would have been 

elaborated on by the actor through improvisation. 

Another element that points at improvisation is the fact that the interaction 

is made up of short and simple sentences. There is hardly any subordination in 

this passage - only in the first line and of the most oral kind introduced by 

reported speech `Disime cossa the ghe dare'. Most of the information is 

introduced by means of addition through lists of items (`la zuppa, la frittura, el 

lesso e un fracandö'), through further specification of the same item ('Un piatto a 

la franzese, un intingolo, una bona vivanda') or through a new sentence ('Tre 

piatti li cognosso; el quarto no so cossa ch' el sia'). Addition and reported speech 

are then accompanied by repetition, as we can see from the use of the keyword 

`piatti', which would presumably have functioned as a mnemonic anchor for the 

actors. This piece then could be made longer by the addition of further variations 

on the dishes served, which would be followed by humorous misunderstandings 

on the part of Truffaldino. All these peculiarly oral elements - modular structure, 

short exchanges, addition, repetition and variation - are then accompanied by the 

most plainly oral aspect of all - the use of dialect. Both Truffaldino and Brighella 

in early commedia would have spoken Bergamask16 - or any other local dialect 

that would have been favoured by the audiences of the cities the company 

visited. '7 

16 The dialect spoken by commedia actors was relatively remote from the actual dialect spoken in 
its area of origin. Being highly stylised and pre-meditated, it aimed at comic effect and caricature 
rather than naturalistic rendition. See Nencioni p. 179. 
" Gianfranco Folena underlines the Venetian qualities of Goldoni's zanni: `credo the sia 
opportuno includere i pochi elementi extraveneziani della lingua-di Arlecchino (e anche di 
Brighella) the alternano con tratti veneziani: in un vocabolario del dialetto goldoniano la lingua di 
Truffaldino-Arlecchino ha diritto alla piena cittadinanza'("Per un vocabolario" 88-9). 
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We can see then how Goldoni's text relies on the modes of commedia 

dell'arte for its signification and, as a consequence, II servitore is a very 

incomplete written text. Dent's translation of the dinner scene below follows very 

closely Goldoni's text: 

TRUFFALDINO: Very well then. Tell me what you can give us. 

BRIGHELLA: For two persons, we will have two courses of four dishes 
each; will that do? 

TRUFFALDINO: He said five or six dishes - better say six or eight. That 

will do. What will you give us? 

BRIGHELLA: For the first course, I shall give you soup, fried, boiled 
and a fricandeau. 

TRUFFALDINO: Three of the dishes I know. But I do not know the last. 

BRIGHELLA: 'Tis a French dish -a ragout - very tasty indeed. 

TRUFFALDINO: Very well, that will do for the first course; now the 
second. 
BRIGHELLA: For the second course the roast, the salad, a meat pie and 
a pudding. 
TRUFFALDINO: There's another dish that I don't know; what's this 
`pudding'? 

BRIGHELLA: I said a pudding, an English dish - very good indeed. 

(The Servant of Two Masters 62-3) 

Dent smoothes over the colourfulness and creativity of Goldoni's idiom provided 

by the nuances and potential for signification of dialect. Goldoni, from within a 

theatrical tradition of commedia dell'arte, only scripts what he feels is necessary, 

leaving space for improvisation, expansion and the live element of the actor's 

performance. " Dent, by taking a philological approach and remaining close to the 

original without filling in the gaps created by the lack of a performance tradition 

and situation of enunciation comparable to commedia dell'arte, crystallizes 

Goldoni's language and incomplete script into a self-sufficient play which of 

18 In a forthcoming article for a collection of papers in Italian studies, I explore the rendition of 
Goldoni's `elastic gags' in the eighteenth-century versions of the play where the text was 
expanded and manipulated to suit audience expectations. See Marinetti "The Cross-cultural 
Transfer of Theatre Texts: Il Servitore di due Padroni in English. ". 
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1986). 19 But it was also used in several productions by the most disparate 

companies, from school performances to the Young Vic 2° 

But the influence of Dent's translation went further as his text was used as 

the basis for most of the other versions of Il servitore that followed. This is 

because one of the most common practices of translation for the stage in 

contemporary British theatre involves using a literal translation as a starting 

point? ̀  The majority of theatre translators are not linguists and their knowledge of 

the source language is often limited if not non-existent. This is certainly the case 

for translators of Goldoni, whose works require not only a good knowledge of 

eighteenth-century Italian and commedia dell'arte but also the ability to 

understand different social varieties of Venetian dialect. Dent's translation, with 

its literal approach and its emphasis on the reconstruction of the Venetian 

experience, presents itself as the closest thing to the original in the English 

language. It is this illusion of the invisibility of the translation which has made 

Dent's version so popular for such a long time. 

However, as I have tried to illustrate in this chapter, Dent's philological 

approach to Il servitore is also one of neutralization of dialect, humour and the 

performance dimension of the play. It is like a scenario of commedia deli 'arte, a 

text that is made up of shadows of performance, which can only be read and 

understood within the framework of commedia tradition. In the transfer of this 

dramatic text across cultures, its reliance on performance not only impacted on the 

19 For details of publication and performances of 11 servitore, see Appendix 1. 
20 Records of the productions that openly refer to Dent's translation are listed under Dent 
(Review). 
21 A very good source for the discussion of the practice of literal translation for the stage from a 
practitioner's perspective is a publication by the National Theatre entitled Platform Papers I. 
Translation. See Frayn, Hampton and Wertenbaker. 
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way in which it was translated, prompting emphasis on the source culture as a 

frame, but it also deeply influenced the way in which Goldoni's drama and indeed 

commedia dell'arte has been interpreted and represented in Anglophone cultures. 

Playwright and novelist Michael Frayn recounts in a roundtable on 

translation that he was once asked by the National Theatre to translate Goldoni's 

plays and since his knowledge of Italian was very limited he set out to read the 

standard English version of the plays before starting on a `translation'. He adds: 

I was very anxious to do it but after I'd read them backwards and 

forwards, I simply could not understand the mainspring of the plays at 

all. I mean, I couldn't see what gave the plays . 
the force. (Frayn, Hampton 

"and Wertenbaker 2) 

The force of Il servitore rests in its relationship with commedia dell'arte 

performance and a translation that does not attempt to render this relationship 

would be misleading. The transfer of dramatic texts that are so reliant on 

performance cannot be sufficient without a transfer of the performance practices 

that are associated with that type of theatre. Furthermore, the study of drama 

translation cannot then limit itself to the analysis of the exchange of texts but 

requires to be extended to the study of the importation and exportation of 

theatrical practices. 
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6 From Dialect into Dialect: A Servant o' Twa 
Maisters 

When we move to the second half of the twentieth century we can see a clear shift 

in the reception of Il servitore in Britain. In the space of three decades, it moved 

from a text that was considered primarily suitable for amateur and school 

performance, ' to a classic of European drama. Several new translations were 

produced in this period and all of them were based on a rewriting of the play for a 

specific production? The first of these rewritings, which will be explored in this 

chapter, is 'a translation into Scots by Scottish-Italian actor Victor Carin for the 

inauguration of the Royal Lyceum Company in 1965. In this chapter, we will see 

how the openness and performative elements of Goldoni's play (its reliance on 

improvisation, the use of types and stereotypical plots, and most importantly, its 

dialect dimension) provide an ideal site for the linguistic and theatrical 

acculturation of the text. F6r the first time, however, through the medium of 

Scots, the nuances of the use of dialect - which we will see are fundamental in 

The translation by E. J. Dent examined in the previous chapter was often used for school 
performances (see Appendix 1) and in 1961 a new translation by Frederick Davies especially 
aimed at school performances was published by Heinemann Educational. I explore Davies' 
translation and his interesting rendition of commedia humour in Marinetti "The Limits of the 
Playtext: Translating Comedy". 
Z One of these translations, which for reasons of space will not be discussed in this work, is David 
Turner and Paul Lapworth's 1973 version, which was written as a vehicle for actor Tommy Steele. 
The translators/adaptors worked alongside the actor on the script, which was the result of the 
merging of the improvisational techniques of commedia dell'arte with the tradition of British 

cabaret spectacle. In their introduction to the play, the adaptors underline the performative quality 
of the play and its openness to different performance readings: `There is no one way of performing 
The Servant of Two Masters, and the production described in this version underlines this point. 
(... ) It has a knockabout style, uninhibited in its spirits, but necessitates a carefully controlled 
production from both actors and stage staff (Turner and Lapworth v). 
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Goldoni's play - have found voice in a translation. Moreover, because of its 

closeness to the multilingual reality of the Scots experience, II servitore provided 

adaptor Victor Carin and the Royal Lyceum Company with a medium for the 

translation of Scottish identity into a European theatrical tradition. But before we 

examine Carin's translation and the contextual situation in which it took place, we 

need to take a step back and consider the event that brought about the change of 

status of II servitore in Britain: the touring production of Arlecchino, servitore di 

due padroni by the Piccolo Teatro di Milano. 

6.1 Exchange of text, exchange of performance: The Piccolo's 

Arlecchino in Britain 

We saw in Chapter Five how translators are influenced in their translation choices 

by a system of `refractions' which constructs the image of foreign authors in the 

target literary system. We also discovered that translators can place their own 

work in an authoritative position by adopting the dominant interpretations and 

views of the foreign author, thus influencing future readings of the text. When we 

shift our focus from the literary to the theatrical system, however, we need to 

expand our horizon of exploration and look for refractions that go beyond the 

constructions of authorship and written text and include other elements which 

influence theatrical performance. John Styan highlights the need for critics of 

theatre reception to go beyond the script: 

It may seem that the primary evidence of the play relies in the most 

stable elements in the line of transmission, in the script itself. But the 

script is not the play. (Styan 6-7) 
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For Styan a play is not a written text or a literary commodity but `an historical 

event, and the focus of the critic's attention is the experience of that play in a 

particular time' (Styan 6). Experience of performance of a foreign text and the 

rewritings that such experience creates in the form of reviews, articles, 

programmes, letters, actors' and director's readings of the play all become part of 

the system of refractions which will influence the dominant discourse of the 

theatrical system. These refractions will thus affect the choices of future 

translators of that play and are therefore a primary source for the study of 

translation for performance. 

Another important type of phenomenon which influences the reception of 

dramatic texts in a theatrical system is travelling productions of foreign plays by 

native companies. Although travelling productions are and have always been the 

most common form of exchange of theatrical practices across cultures, ' they are 

not usually included in studies of translation because they do not involve what 

still holds sway as the primary object of translation research, i. e. the interlingual 

translation of texts. And yet, if we are to look at translation in context, and 

consider the reception of a dramatic text within the theatrical system of the 

receiving culture, we must view native productions of dramatic texts and their 

impact as vital pieces in the mosaic that is the construction of meaning in target 

performance. The reception of Berthold Brecht's theatre in Britain, for instance, 

would not have been the same had the Berliner Ensemble not visited London in 

1956. The historicizing mode of Brecht's theatre form would have been too alien 

for foreign audiences had it not been first presented in its original setting. This is 

3 Commedia deli 'arte troupes in sixteenth-century Europe are a prime example of the migratory 
nature of theatre performance. 
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because for plays that are born out of a new way of making theatre, like plays 

which are reliant on a particular performance tradition, a large portion of the cul- 

tural exchange occurs at the'level of performance and not at the level of the text. 

When the Piccolo Teatro di Milano and Giorgio Strehler brought their 

Arlecchino, sevitore di due padroni to the Royal Lyceum for the Edinburgh 

festival in 1956, it was the first time that an Italian company had been invited to 

perform at this new international event. Despite its relatively short run (five shows 

in four days from 27-30 August), ̀  the play was an immediate success and it made 

quite an impression among theatre practitioners and reviewers across the United 

Kingdom. ' The actors' skill at physical comedy and mime, the sheer energy and 

fast pace of the action and the visual impact of the `theatre-in-the-theatre' effect of 

the Piccolo production revealed for the first time on the British stage the 

performance dimension of Goldoni's play and expressed the potential for 

signification that still existed in the form of commedia dell'arte. 

The first element that came across from the reception of the Piccolo's 

performance in Britain was the acknowledgement of the limited importance of the 

text itself in the construction of meaning. The dimension of commedia 

performance within which II servitore was created and which has proven so 

challenging in translation was made evident in the Piccolo's staging, where the 

text itself faded into the background to leave space for a portrayal of a commedia 

dell'arte company at work. The reviewer of the Edinburgh Evening Dispatch 

An invaluable source of information on the Piccolo's perförmance at the Edinburgh Festival is 
the diary of Antonio Battistella, an actor of the Piccolo company, which charts with clarity and 
humour the Piccolo's first international adventure. 
s Records of the reception of Strehler and the Piccolo's production of 11 servil ore in Edinburgh are 
listed in the bibliography under Piccolo Teatro di Milano (Review). Most of the reviews consulted 
do not specify the name of the reviewer and are therefore sorted by date. 
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commented on this aspect of the production: 

The company use a large platform which takes up a large part of the 

stage (... ). The overall effect is a pleasing one - one gets the impression 

that the players are not treating the play as a vitally important art form 

but at the same time are trying to give an impression of what it would 

have been like when originally performed. ' ('Italians' Humour is 

International') 

As discussed in Chapter Three, the raised platform within the stage space created 

a distance between the fiction of the play and a second level of performance 

where commedia actors - and with them the Piccolo actors themselves - were 

opening up their world and their lives to a contemporary audience. The platform 

and the movement of the actors in and out of character had the effect of 

communicating a net separation between the play and the performance, literary 

text and theatricality. 

Reviewers also indicate that the stereotyped characters and their 

improbable plots were no longer perceived as important. What was recognised as 

important is what the Piccolo actors were doing with the material. " In this context, 

dialogue and linguistic meaning also fade into the background: 

Not to worry if you don't understand a word of Goldoni's Arlecchino 

(Harlequin to you) presented by the Piccolo Teatro, from Milan. (... ) Not 

to worry, I repeat. For `Arlecchino' is played with such verve, such 

gusto, such wealth of gesture, such colour that mere words don't matter. 

('Such Gusto') 

The speech, however, is a subsidiary factor in the playing of the Italian 

actors (... ) Half the lines are lost in laughter anyway as the gestures and 

movement illuminate the action with unflagging theatrical rhythm which 

6 'The characters are taken straight from the Commedia dell'Arte, the working out of the plot is 
improbable fantasy, the comedy is the old basic laughter of the centuries, but this is fabulous 
theatre. ' ('Arlecchino: A Triumph') 
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carries the piece bounding through three acts of hilarious delight. 

The experience of seeing a play in a foreign language, of course, will always bring 

the viewer to downplay the importance of dialogue and emphasize sound and 

visual and kinaesthetic elements. But in the case of the Piccolo's production the 

emphasis on theatrical rhythm and gesture was the result of the aesthetic modus 

operandi of commedia troupes. Goldoni's text is inextricably linked to the modes 

of commedia dell'arte performance and the Piccolo's production on tour provided 

an authoritative version of that original performance which was carried over for 

the first time into the receiving system. 

Strehler and the Piccolo's approach saw II servitore as a pretext for the 

exploration of the modes of performance of commedia dell'arte for contemporary 

audiences. This less-than-reverential attitude towards the dramatic text was part of 

the cross-cultural exchange brought about by the Piccolo's tour. The Piccolo's 

performance and the innovative approach to their staging of 11 servitore was 

recognised as an influential piece of theatre which was set to `go on producing 

submarine ripples of influence for some years to come' ('Split Second Farce in 

Action'). 

Alongside its innovative and influential mise en scene, the Piccolo's 

performance in Edinburgh marked a rediscovery of Goldoni in Britain. Before 

Strehler's tour, II servitore was considered within the British professional theatre 

circles as a dusty and unexciting eighteenth-century play, whose plots and 

characters could serve at best children's productions as a base for a more elegant 

form of pantomime. However, since the tour by the Piccolo, 11 servitore has been 

seen as the play that inspired the most successful Italian production of all time. 
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Following the success of the first tour, which was repeated in 1967 in Stratford 

and in the West End (`L'Arlecchino del PT'; `All Action Mr. Soleri'), Il servitore 

assumed in the target theatrical system the position of classic of European theatre 

and was crowned as the quintessential example of Italian comedy. And as we shall 

see in the next section, it is this very element of II servitore that made it a very 

useful choice for the opening of the Royal Lyceum Company in Edinburgh. 

6.2 The Royal Lyceum Company and the dream of a Scottish 

National Theatre 

The first production of Victor Carin's Servant o' Twa Maisters marked a symbolic 

moment in Scottish theatre: the founding of the Royal Lyceum Theatre Company. 

Like the Citizen Theatre in Glasgow before it and the Scottish Theatre Company 

in the 1989s, the Royal Lyceum Company represented one of Scotland's main 

attempts to establish a National Theatre (Agnew). ' 

Since 1965, when the company was founded, the Royal Lyceum has 

become the first theatre in Edinburgh to have a resident company, and thus to be 

in the position of staging productions `of international calibre throughout the year' 

(Fleming Biography). Directed by former Gateway theatre member Tom Fleming, 

the first season of the Royal Lyceum Company in 1965 was very indicative of 

what the company was to become. Influenced by his recent tour of Europe, where 

he had been positively impressed by the standard of theatre available in cities the 

size of Edinburgh, Fleming returned to his native city with an idea for a resident 

7 Denis Agnew's article in the online International Journal of Scottish Theatre does not have page 
numbers. The article was last accessed on 10/06/05 and has since become unavailable. 
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theatre that `while rooted firmly in Scotland, would never fail to exhibit an 

international awareness' (Campbell 171). In the wake of the Piccolo's success, 

and influenced by another Italian company which had brought a Goldoni play to 

Edinburgh the same year, Fleming describes in the programme note for the first 

production the company's ethos behind the selection of II servitore and their 

search for their own distinctive style: 

While our memories are still glowing with the brilliance of the Teatro 

Stabile di Genova's Goldoni ('The Venetian Twins') given at the 

Edinburgh Festival, we are attempting to search for a type that is 

distinctively our own. In rehearsal, however, we find we are already 

committed in two particulars to the Civic Theatre Company from Italy; in 

tireless energy and uninhibited fun. (Fleming, Poster) 

Beside opening with the Scots adaptation of Goldoni's Servant which, as we shall 

see in more detail later on, embodied the international and yet profoundly national 

philosophy put forward by Fleming, the 1965 bill included two plays by Polish 

playwright Slawomir Mrozek, Police and Out at Sea, an entertainment piece by 

George Bruce entitled To Scotland with Rhubarb, and Brecht's The Life of Galileo 

(Campbell 102). A mixture of traditional Scottish entertainment, classic and 

contemporary international theatre filtered and interpreted in the specific context 

of a `new' Scotland, the production of the Royal Lyceum in 1965 did attempt to 

achieve the status of National Theatre. As Campbell notes with regard to the 

Royal Lyceum: 

The existence of such a building might not be called a National Theatre, 

but its geographical position, at the very heart of Scotland's capital city, 

would be more than enough to convince visitors that a National Theatre 

was indeed what it was supposed to be. (Campbell 171) 
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The Scottish example of the search for a theatre that could represent the Scottish 

nation as culturally and linguistically different from its dominant neighbour 

England recalls the historical context that gave way to the development of 

national theatre movements in eighteenth-century Europe (Kruger The National 

Stage). In the German region before the French revolution, the new Romantic 

conceptions of `nation' and `people' were developed in (and perhaps as a result 

of) the absence of a German nation state. Friedrich Schiller's writing on the 

subject of a national theatre called for a theatre that would be a moral institution 

and provide aesthetic education. Like Fleming he suggested that the way to 

achieve this was through the translation of a classical repertoire into German 

combined and enriched by selected modern additions (Kruger "Our National 

House"). The combination of the articulation of aesthetic and political freedom in 

the call for a national theatre is characteristic of these early national theatre 

movements which, as in Scotland, very often preceded the nation states that they 

claimed to represent (Wilmer). 

In the Scottish case too, movement for the creation of a National Theatre 

has been closely related to an attempt to foster a national consciousness. A stable 

public institution situated in a capital, or would-be capital city, might become a 

symbol of the differentia of Scottish culture and stand for the yet unconstituted 

nation-state. The creation of a state-funded National Theatre in the fashion of the 

London National (since 1976) or the Abbey in Dublin (since 1924), however, 

never seemed to come about in Scotland. ' There were a number of reasons for 

8 In 2006, the National Theatre of Scotland (NTS) was created as a national touring company for 
Scotland, but as their online Manifesto maintains, it has not involved major government funding: 
The National Theatre of Scotland has no building; there has been no great capital project 
involving architects and contractors. Instead, we are taking theatre all over Scotland, working with 
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this. Firstly, the political position of Scotland before devolution made the issue of 

state funding for a solely Scottish National Theatre a difficult one. Formally, the 

National Theatre in London already covered the role of National Theatre for the 

whole of the United Kingdom, including Scotland (Brown). Another element that 

moved the development of the Scottish stage away from the model of one single 

National Theatre building has to do with the geography of the region itself. The 

mixture of large and densely populated-cities and remote rural communities that 

make up the Scottish landscape contributed to the development of Scottish theatre 

in the direction of a series of touring companies and rep theatres (Hutchison 8-16), 

rather than towards one single institution based in Glasgow or Edinburgh. 

Most Scottish theatre critics actually argue that the very nature of a 

Scottish National Theatre is not to be found in one single institution but in the 

sum of the different companies, theatre movements and traditions that developed 

in Scotland in the twentieth century. In his forward to Hutchinson's The Modern 

Scottish Theatre, Christopher Small suggests: 

A National Theatre does not necessarily mean a single institution or 

building; perhaps looking over the shoulders at the imperial ambitions 

and sway of the foundation south of the border, we may well feel that as 

something to be avoided. A National Theatre which is rather an assembly 

of companies, of diverse composition and methods and presenting a very 

varied repertoire, may be more practicable and desirable. (Small "Fore- 

Word" vii) 

Rather than revolving around one National Theatre, the Scottish experience of a 

national theatre can be traced to the development of a number of different 

movements. 

the existing venues, touring and creating work within the theatre community. ' (Featherstone) 
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Perhaps the most militant of these traditions developed from a `working- 

class' type of theatre which was popular in the thirties and forties in the inner city 

areas of Glasgow and Edinburgh. It focussed on the fusion of popular entertain- 

ment and a form of realist theatre and originated from the work of amateur 

working-class drama groups like the Glasgow Workers Theatre Group (1937- 

1940) and the Fife Miner Players (1926-1939). These movements brought into the 

realm of Scottish theatre an attention to the realities of Scottish working life 

(Stevenson 5). 

A rather more mainstream tradition of theatre that introduced international 

classics to Scottish audiences was initiated by the Scottish Repertory Theatre 

(1909-1914) and by the Scottish National Players (1921-1948) and was then 

continued after the war by the likes of the Citizen Theatre in Glasgow (1943- ) 

and the Royal Lyceum Company itself (1965- ). Later on towards the 1970s the 

interest in international theatre was increased on the one hand by the work of the 

Glasgow Citizen's resident translator Robert David MacDonald and on the other 

by the relationships forged by Edinburgh companies with European Theatres 

through the Fringe Festival. This brought groups such as the Glasgow Rep, the 

Royal Lyceum Company and the Traverse Theatre Club to embrace European 

models of `total theatre' and to invest in the translation of rich repertoires of 

foreign drama, a policy which cast them amongst the most international venues in 

Britain (Banham 970-72). 

Along with this interest of Scottish theatre in international models and 

themes, a fervent interest in Scotland's own history and literary tradition has been 

an integral part of Scottish theatre from the outset. The interest in developing an 
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indigenous Scottish drama was at the basis of the creation of the Scottish Rep. 

itself in 1909. As Winifred Isaac explains in her biography of the Scottish Rep's 

founder, Alfred Wareing, the theatre was created primarily to 

... encourage the initiation and development of a purely Scottish drama 

by providing a stage and acting company which would be peculiarly 

adapted for, the production of plays national in character, written by 

Scottish men and women of letters. (Isaac 35) 

This move towards the development of a `purely Scottish drama' initiated by the 

Scottish Rep and then continued in the 1950s by the production of Scots plays and 

translations by Robert McLellan, Robert Kemp and Alexander Reid is one of the 

elements at the basis of the philosophy of the production of the Royal Lyceum 

Company in 1965 (Agnew). 

As most histories of Scottish theatre have noted, " Scotland lacked, before 

the twentieth century, a consistent dramatic tradition. With the possible exception 

of the music hall, which constituted a model of popular Scottish theatre, Scottish 

dramatists in the twentieth century have had to `cope with the great problem of the 

absence of a dramatic tradition within which to work' (Hutchison 3). 

Historically, as polysystem theory maintains, the lack of an established 

tradition in a literary system often corresponds to an increase in the number of 

translated texts and a revaluation of the role of translation within the literary 

system (Even-Zohar "The Position of Translated Literature" 196). In the context 

of Scottish theatre in the twentieth century, translation, and especially translation 

into Scots, provided one of the means to establish a Scottish theatrical system and 

to encourage the development of an indigenous Scottish drama in Scots. As Bill 

9 See Hutchison, Findlay A History of Scottish Theatre and Stevenson. 
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Findlay explains: 

In the absence of a native tradition in drama we can help find 

compensation in a successful ability to naturalize foreign classics through 

the medium of Scots. In doing so, we not only confirm to ourselves the 

enduring value of Scots and its retention of qualities distinct from 

English, but we help assuage our `if only' conjecture about the drama 

tradition we might have had, had Scotland's history been different. 

(Findlay "The Scots Language Context to Translating Le Belles-Soeurs" 

36) 

The use of Scots, the language of Lowland Scotland, " as a language of translation 

had characterised Scottish literature for centuries. It was therefore natural that at a 

time when Scottish theatres were attempting to establish a peculiarly Scottish 

dramatic tradition they would turn to translation into Scots. The type of drama that 

they advocated was a drama that dealt with the real nature and particularities of 

Scottish identity; as Hugh MacDiarmid remarked in 1926, they were looking for 

`a distinctive Scottish form, the dramatic equivalent of the differentia of Scots 

psychology' (MacDiarmid 181). 

Scottish theatre throughout the twentieth century turned to translation to 

create a theatrical system that would distinguish itself from the English tradition. 

The main way in which Scottish theatre managed to define its identity against the 

prevailing English models was through the retranslation of the classics into its 

own vernacular language. Robert Kemp translated Moliere into Scots in the 1950s 

and his work influenced Liz Lochhead's plays as well as her own translation of 

1° In the introduction to The Concise Scots Dictionary, Scots is defined as `The language of 
contemporary Lowland Scotland [... ] It is marked by a wide and almost infinitely variable range 
of speech-styles, ranging from the full Scots of some fisher-folk and farming people in the North- 
East, through various intermediate 'mixtures of Scots and English' to a variety of Standard English 
spoken in a Scottish accent' (Concise Scots Dictionary xii). 
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Moliere in the 1970s for the Royal Lyceum. " Translations into Scots such as A 

Servant o' Twa Maisters contributed to the development of that `demotic' 

theatrical Scots that finally provided Scottish playwrights in the 1970s with a 

language that allowed them to express Scottish identity on stage. As Derek 

MacClure remarked: 

The English language belongs to no community in particular; or at any 

rate, to a community so vast and heterogeneous as to have no common 

features (... ) Scots, by contrast, is a language intensely territorial: one 

unique to a small and well defined geographical area. Moreover, Scots is 

the language (or one of the languages) of a people in whom a strong and 

determined sense of national distinctiveness has persisted for almost 

three centuries, after the loss of independent political status. (MacClure 

qtd. in Corbett 1) 

Translation into Scots thus assumes a political as well as aesthetic value. Through 

the re-translation of theatrical classics into Scots, Scottish theatre was effectively 

marking the difference of the Scottish theatrical experience and underlining the 

need for a Scottish theatrical system separate from the English one. In Annie 

Brisset's words, the re-translation into Scots was a `reclaiming, a recentering of 

identity, a reterritorialazing operation' (Brissett A Sociocritique of Translation 

165). 

From this perspective, it is not surprising that Tom Fleming, the artistic 

director of the Royal Lyceum between 1965 and 1966, chose Goldoni's Servitore 

di due padroni as the first piece of the opening season. Apart from having gained 

the reputation of classic of European drama, this early play of Goldoni's provided 

the Royal Lyceum Company with the ideal starting point to create a performance 

" See Findlay "Talking in Tongues: Scottish Translations 1970-1995". 
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that would encompass many of the different trends of Scottish theatre that we 

considered earlier on in the chapter. The farcical structure of the comedy, whose 

plot hinges on the lazzi performed and the misunderstandings created by the 

servant Harlequin, would give space to the actors to make use of the Scottish 

tradition of farcical comedy and popular theatre. In the following sections we will 

explore the ways in which 11 servitore was rewritten by Carin for the 1965 

production and we will see how the dialect dimension of Goldoni's play becomes 

an instrument for the representation and promotion of Scottish identity. 

6.3 Translation of dialect and translation into dialect 

As a man of the theatre and a translator of his own work, Goldoni was very much 

aware of the difficulties that his use of the Venetian dialect caused in the. 

translations of his plays. Many a time in his Memoires, he laments the 

untranslatability of words, concepts and ideas which are so peculiarly Venetian 

that any attempt to render them in translation would result in misunderstanding 

and misrepresentation, as in this passage about Le done de casa soa: 

Le merite principal de cette piece consiste dans le dialogue: les Venitiens 

employent continuellement dans leurs discours des plaisanteries, des 

comparaisons, des proverbes; on ne pouirrait pas les traduire, ou on les 

traduirait mal. (Goldoni Memoires de Goldoni 1167-68) 

Tuscan and French were for Goldoni languages learnt and practiced through 

reading and writing, but Venetian was the language he grew up speaking, the 

language that surrounded him in all the different social variations that one could 

encounter in eighteenth-century Venice: the language of lawyers and judges in 
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court and of the aristocracy as well as the variety spoken by servants and 

mountebanks in the city's squares. Venetian was for Goldoni the tool he used to 

make sense of the world, and to represent it through the medium of theatre. It was 

the language that he had `in his ears' - so to speak. 

Italian theatre practitioners who have worked on Goldoni's plays are 

unanimous in recognizing that the strength of his comedy and his dramatic force 

lay in the performativity of the Venetian dialect: 

Nella mia vita ho assistito a centinaia se non migliaia di prove teatrali. 

Con nessun altro autore ho potuto riscontrare questa assoluta musicalitä, 

questo senso perfetto del ritmo... Pensate ai cicalecci delle donne e alle 

loro ciacole: sono fatte di note musicali. (Nicolaj 92) 

As we discussed in Chapter Two, analyzing the language of Truffaldino in II 

servitore, Goldoni's dialect is capable, through a mixture of rhythms and 

references, of conjuring up a very concrete world which resonated with the life 

and experience of his Venetian audiences. However, once removed from the 

geographical configuration where it was created to function and transferred into a 

different time and space, Goldoni's dialect and its performative potential lose their 

power of signification thus making translation extremely problematic. The 

conundrum that is the untranslatability of Goldoni's dialect is very effectively 

summarized by playwright and translator Clifford Bax's comment on Le baruffe 

chiozzotte: 

On account of its dense dialect I judged it to be untranslatable; for to use 

ordinary English would be to make wild peasants talk like gentlefolk, and 

to use any English dialect would be like mooring gondolas at Hull. (Bax 

318) 

Much of the debate on translation and dialect in literary dialogue has revolved 

199 



around this very dichotomy: neutralization (use of the standard language) versus 

acculturation (use of a dialect equivalent in the target culture). While neutral- 

ization is the strategy that has historically most often been used by translators - 

either for their inability to identify different dialects in the source text or for the 

dominance of literary conventions that did not permit the use of dialects - 

translation studies has tended to explore the question of dialect from the point of 

view- of equivalence. John Catford in his influential A Linguistic Theory of 

Translation classifies dialectal elements as linguistic items requiring cultural 

equivalence - he sees, for instance, Parisian French as a suitable equivalent for 

cockney (Catford). Basil Hatim and Ian Mason suggest functional equivalence for 

the translation of idiolects (including regional dialects) in their analysis of the 

French translation of Pygmalion. Rather than searching for a specific regional 

variety, they suggest (rather patronizingly) that the dialect should be conveyed by 

means of simplifying the standard. Thus, Eliza's cockney would be rendered in 

simplified French rather than working class Parisian (Hatim and Mason). 

Alongside cultural and functional equivalence, we find in recent years an 

increasing interest among translation scholars in exploring the anthropological 

aspects and ideological implications of translation of non-standard voices in 

literary texts. Surinamese Dutch, according to Wekker and Wekker, provides an 

ideal stylistic equivalent for the translation of African-American speech in Alice 

Walker's The Colour Purple. Black North American and Afro-Surinamese 

communities share socio-cultural characteristics (from cultural aesthetics and 

values to paralinguistic features and motor behaviours) and these similarities 

allow an easy transition between the two languages that facilitates characterization 
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in translation and the achievement of the same effect on the target reader (Wekker 

and Wekker). But the search for a socio-cultural equivalent, however accurate in 

terms of shared anthropological traits, does not necessarily guarantee equivalence. 

In her analysis of Faulkner's The Sound and the Fury in French translation, Simo 

K. Määttä explores the impact of the use of dialect on narrative point of view. The 

polyphonic nature of Faulkner's language which counterpoints standard with 

dialect to challenge the readers' pre-conceived ideas of class and race is at the 

basis of Faulkner's ideological stance. A translation that did not seek to render the 

complex interplay of standard and dialect on narrative point of view would 

necessarily alter the entire ideological scaffolding of the novel (Määttä 335). 

Similarly, the use of the Venetian dialect in Il servitore is not a simple 

stylistic device but is profoundly intertwined with the subversive nature of the 

commedia dell'arte form. We have seen in Chapter Three that within the text of Il 

servitore there coexists two separate plays: 'the commedia romanzesca, which is 

based on written models and centres on the vicissitudes of the innamorati, and the 

commedia giocosa, or comedy of the zanni, which pre-exists commedia dell'arte 

and traces its origins back to the oral form of the Venetian buffoni. 

These two separate plays are marked textually by the use of dialect. 

Pantalone, Brighella and Truffaldino, the characters that are closest to the oral 

forms of street performance, speak dialect whereas Silvio, Beatrice, Clarice and 

Florindo speak literary Tuscan. So while the innamorati's lines sound bookish and 

stylized, Truffaldino's speech, thanks to the dialogic nature of Venetian, is more 

natural, familiar and peculiarly oral: 

TRUFFALDINO: Un soldo al zorno de piü, i8 trenta soldi al mese; no 
I'8 gnanca vero the quell'alter me daga un felippo; el me dä diese pauli. 
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Pol esser the diese pauli i fazza 'un felippo, ma mi nol so de seguro. E po 
quel sior turinese nol vedo piü. L'8 un mätto. L' e un zovenotto the no 
gh'ha giudizio. Lassemolo andar; andemo alla Posta per sto sior. (I, ix) 

Thoughts are strung together without any logical connection as if they had just 

come to his mind (`un soldo al zorno de piü, ie trenta soldi al mese/ no 1'e gnanca 

vero the quell'alter me daga un felippo/ el me da diese pauli). They have little or 

no subordination but a wealth of deictic references (quell'alter; el; quel; 1'; sto) 

typical of open-ended speech. Truffaldino's speech is much more oral, immediate 

and direct than literary Tuscan and this allows him to build a special rapport with 

the audience. 

The unruly force of camivalesque humour is visible in terms of dramatic 

construction too, The linear development of the lover's plot, which tends towards 

the resolution of conflicts, is broken up and delayed by the centrifugal force of 

comedy. Truffaldino's incessant array of acrobatic and extravagant lazzi leads the 

dramatic development astray, into digressive pieces of pure camivalesque 

spectacle. The acrobatics of the servant and his use of dialect, the linguistic 

variety that more than any other ties in with intimacy, familiarity and directness, 

allow the servant to establish a special bond between himself and the audience. 

The counterpoint of Truffaldino's dialect and the elevated Tuscan of the 

innamorati marks out the servant character even more as the direct interlocutor of 

the audience. 

Truffaldino's dialect, then, can be seen as part of what Bakhtin terms the 

`carnival familiarity' of the medieval folk traditions which was reflected in the use 

of animalesque masks and grotesque postures as well as in speech patterns (Bakh- 

tin 16). Carnival familiarity aims at destroying the boundaries of class, gender and 

the sacred and breaking down the barriers between masters and servants, the rich 
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and the poor, the sacred and the profane. Through laughter and parody actors and 

spectators become one, equals in the anarchic world of carnival play. 

Now, if Victor Carin had been looking for equivalence in his Scots 

translation of II servitore, he would have used the medium of Scots to recreate this 

special relationship between actor and spectators and he would have had only the 

masked characters speak dialect. Instead, what we see in Carin's translation is not 

an approach aimed at achieving stylistic equivalence, using Scots to render the 

dramatic function of Goldoni's dialect, but to use Scots to create a sympathetic 

bond between all the performers and the audience. His translation was going to be 

the voice of the Royal Lyceum Company, the voice of a new Scottish theatre that 

addressed the Scottish people in their very own idiom. More than any other type 

of translation, translation for the stage addresses a group in a particular place at a 

particular time and as such is very much linked to the current discourse of that 

society. And the current discourse of Scotland at the time of Carin's translation 

was that of a nation searching for its own voice. In a society that was still insecure 

of its identity, where Scottishness had been overshadowed" by Britishness for 

many years, translation became a way of reinforcing social identity by legitimiz- 

ing Scots as a proper language for artistic representation. 

Therefore, Carin's is not a translation of dialect but a translation into 

dialect. In his version, the audience is encouraged to identify not so much with an 

individual but with the entire community of people that are presented in the play. 

This is achieved firstly by a transposition of the space and time of the play into a 

reality familiar to the audience, where the characters are no longer Truffaldino da 

Bergamo and Federigo Rasponi da Turin but Archie Broon frae Dundee and 
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Andrew Burnett o' Annamuck. The location is no longer a Venetian palace and 

Brighella's Inn but a house in Edinbro' and the Ae Gulp Houffe. The costumes 

and setting also contributed to creating this sense of familiarity, with Truffaldino's 

costume being replaced by shreds and patches of tartan and the action being set 

against a large map of eighteenth-century Edinburgh (Oliver, Servant). 

A look at the opening of the play will help illustrate this shift of dramatic 

perspective brought on by translation into dialect. The dramatis personae 

equivalents are indicated below: 

Pantalone = Pittendree Silvio = Sandy 
Clarice = Mary Dottore = Alec 
Smeraldina = Susie Brighella = Mistress Gow 

SILVIO: Eccovi alla mia destra, e PITTENDREE: Weel that's that 
con questa vi dono tutto il mio cuore. settled, Alec. Give him yer haun 
(a Clarice, porgendole la mano) noo, Mary, lass. 

PANTALONE: Via, no ve vergogne; 
deghe la man anca vu. Cussi sare 
promessi, e presto presto sare 
maridai. (A Clarice). 

CLARICE: Si, caro Silvio, eccovi la 
mia destra. Prometto di essere vostra 
sposa. 

SILVIO: Ed io prometto di essere 
vostro. (Si danno la mano) 

DOTTORE: Bravissimi, anche 
questa 6 fatta. Ora non si torna piü 
indietro. 

SMERALDINA: (Oh, bella cosa! 
Propriamente anch'io me ne struggo 
di voglia. ) (da se') 

(Mary and Sandy take hands) 

MARY: A'll try an be a guid wife 
tae ye, Sandy. 

SANDY: An A'll dae ma best for 
you, Mary. 

ALEC: Ye mak a grand pair 
thegither, whit say ye, Pittendree? 

PITTENDREE: That's ye haun in 
haun, and gin the end o' the month, 
the twa o'ye'll be marriett. 

ALEC: End o'the month? Dae ye 
hear that, Sandy? Ye'll nea chainge 
yer mind will ye, Mary? 

MARY: A'll ne'er dae that, Sir. 

(Act I, scene i) SUSIE: A wunner gin the day'll ever 
come an All get a man? 
GOW: Haud yer tongue, Susie. 

(The Servant o' Twa Maisters 4)12 

12 The edition used is the acting copy used for the 1965 production which is held at the Scottish 
Theatre Archives, Glasgow. 
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In typical commedia style, Goldoni's play opens with a group scene which has a 

double function: that of getting the marriage plot started (with the betrothal and 

the blessing from the respective families) and the introduction of the character 

types of commedin dell 'rnrte. In the space of six turns all the characters on the 

stage have a chance to speak and, in the fashion of commedia acting, they direct 

their words to the audience as well as each other to create an initial tableau which 

has the function of presenting the audience with familiar masks and stories. The 

function of traditional masks in the theatre was that of demarcating clearly the 

distinction between the fictional world of the stage and the real world. Any 

masked performance has the merit of establishing clearly and from the outset the 

non-naturalistic value of the representation (Rudlin Commedia de/! 'Arie: A 

Handbook for Troupes 37-38). 

Figure 6.1 - An example of a cuntmedia tableau from Arleeehino by the Piccolo. '' 

" The photograph in figure 6.1 is from the production of Ar/ecchino seij, irui"e dl due pudi"oni for 
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In Carin's version, the scene also opens with most of the characters on the stage 

but Goldoni's tableau is replaced by a much more intimate moment between the 

members of the two families which the audience is invited to take part in, not 

through the recognition of the shared theatrical conventions of commedia 

dell'arte, but through a suspension of disbelief, in the manner of naturalism. 

Masks disappear and all the characters are speaking fluent Scots, unlike in 

Goldoni where the masks spoke dialect and the other characters standard Tuscan, 

but they are also clearly speaking more to each other than Goldoni's characters 

who speak at each other. In Goldoni, directionality of dialogue is scripted in the 

stage directions (a Clarice, porgendole la manol a Claricel da se) and far less in 

the dialogue itself. The use of the formal form of address `voi' (in its various 

grammatical versions of `vi' [Tuscan], `vu' [Venetian] and `vostro'/'vostra' 

[Tuscan]) does indicate direction but being the standard form used in eighteenth- 

century polite society, it does not give any indication as to the relationship 

between the characters. This is because in commedia dell'arte the script was not 

the place where the relationship between the characters was established. The 

actors and the audience knew already what the relationship between Clarice and 

Silvio was; there was no need to inscribe it in the dialogue. 

Carin's characters, on the other hand, use a wealth of deictics and forms of 

direct address to set the coordinates of the newly created stage world. Deictics, 

commonly referred to as `pointing words', give important clues as to the creation 

of the stage world, the interaction between characters on stage and their 

relationship to past events, objects and space. Keir Elam explains the importance 

the Edinburgh festival in 1965. This is an electronic copy of the original photograph which is held 
at the Historical Archive of the Piccolo Teatro di Milano. 
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of deixis for dramatic analysis: 

Deixis is immensly important to the drama, however, being the primary 

means whereby language gears itself to the speaker and the receiver 

(through the personal pronouns `I' and `you') and to the time and place 

of the action (through the adverbs `here' and `now') as well as to the 

supposed physical environment at large and the objects that fill it 

(through demonstratives `this', `that' etc. ). (Elam 23-24) 

Carin's characters in the passage above use deictic forms to refer to previous 

occurrences (`Weel, that's that settled'), to indicate what has just been said ('Dae 

ye hear that, Sandy? '; 'A'll ne'er dae that, Sir') and done ('That's ye haun in 

haun') as well as to refer to one another where they combine the use of the 

personal pronoun with the first name ('A'll try an be a guid wife tae Xe, Sandy'; 

`An A'll dae ma best for you, Mary'; Dae ye hear that, Sandy? ) and even add 

question tags and other expressions seeking confirmation Ye'll nea chainge yer 

mind will ye, Mary? Ye mak a grand pair thegither, whit say ye, Pittendree? ). By 

adding deictic references, question tags, and direct forms of address in the very 

opening scene, Carin effectively reconstructs the personal, spatial, and temporal 

coordinates of the play. What we see in Carin's play is not just a translation of 

Goldoni's text but a scripting of what Pavis would call the `situation of 

enunciation' of the Royal Lyceum performance. The objective of the translation 

then is no longer to communicate the discourse of the foreign text but to use the 

foreign text as an instrument for the creation of a collective experience of stage 

and audience in a community of speech. Through the use of Scots and the shift in 

the register of performance, the audience is encouraged to identify with the 

characters and the performers and recognize a sense of shared outlooks, values 

and emotions. 
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The grammatical mood of the passage is also changed in the direction of 

dialogue as we move from a predominantly declarative mood in Goldoni, which is 

typical of the declamatory acting style of the innamorati, to a mostly interrogative 

one in Carin. At the end of the passage we can see another example of this change 

from declamation to dialogue in the change of directionality of the line by the 

Smeraldina/Susie character: 

SMERALDINA: (Oh, bella cosa! Propriamente anch'io me ne struggo di 
voglia. ) (da se) 
SUSIE: A wunner gin the day'll ever come an All get a man? 
GOW: Haud yer tongue, Susie. 

Smeraldina's aside is rewritten by Carin as a rhetorical question to which he adds 

a snappy retort by another character. It is through the familiarity of dialect 

dialogue that Carin re-constructs the stage world of Il servitore, and not through a 

recreation of gesture, movement and the convention of character-types as in 

Goldoni. 

In terms of the type of dialect used by Carin, Bill Findlay informs us that 

`although Carin's native Scots was that of Kincardineshire and the North-East, 

there is little regional colouring in his stage Scots' (Findlay "Motivation and 

Mode" 127). Although some phonetic transcriptions seem to favour North-East 

pronunciations (such as `efterneen', `foreneen', `speenfu'), Carin's stage Scots is 

not an attempt at reconstructing a particular social or period variety of dialect but 

it is rather aimed at achieving speakability and colloquial fluency (127). The 

idiomatic nature of this language is in stark contrast with the bookishness of the 

literary Tuscan of the innamorati: 
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CLARICE: Siete salvo, o mio MARY: Sandy, Sandy, A love ye, adore 
caro? ye, worship ye. 0 spick tae me Sandy. 

SILVIO: Ah, perfida ingannatrice! SANDY: Ye leein' trollop, gin ye love 
Caro a Silvio? Caro ad un amante ony man it's Annamuck, an' no me. A 
schernito, ad uno sposo tradito? heard him tell ye tae mind yer oath. 
CLARICE: No, Silvio, non merito i MARY: It's nae an oath tae mairry, 
vostri rimproveri. V'amo, v'adoro, Sandy. 
vi sonn fedele. SANDY: Whit oath was it then? 
SILVIO: Ah, menzognera. Mi sei MARY: Dinna speir, Sandy hae fedele, eh? Fedeltä chiami , 

patience. A'm sworn tae silence. prometter fede ad un altro amante? 

CLARICE: Ciö non feci, ne farö SANDY: That jist gaes tae proove yer 

mai. Morirö prima d'abbandonarvi. guilt. 

SILVIO: Sento the vi ha MARY: Yer wrang Sandy, gin A spoke 
impegnato con un giuramento. 

A'd be guilty. 

CLARICE: 11 giuramento non mi 
SANDY: An' wha swore ye tae silence? 

obbliga ad isposarlo. MARY: Andrew. 

SILVIO: Che cosa dunque SANDY: An' ye tell me there's naethin' 
giuraste? atween ye? Away ye jaud, wi' yer lees. 

CLARICE: Caro Silvio, (The Servant o' TwaMaisters 41) 
compatitemi, non posso dirlo. 

SILVIO: Per quale ragione? 

CLARICE: PerchB giurai di tacere. 

SILVIO: Segno dunque the siete 
colpevole. 
CLARICE: No, sono innocente. 

SILVIO: Gli innocenti non 
tacciono. 

CLARICE: Eppur questa volta rea 
mi farei parlando. 

SILVIO: Questo silenzio a chi 
l'avete giurato? 

CLARICE: A Federico. 

SILVIO: E con tanto zelo 
l'osserverete? 

CLARICE: L'osserverd per non 
divenire spergiura. 

SILVIO: E dite di non amarlo, 
semplice chi vi crede. Non vi credo 
io giä, barbara ingannatrice! 
Toglietevi dagli occhi miei. 
(II, vi) 
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While the language of the innamorati is designed to sound bookish, pompous and 

longwinded as it is designed to be sent up by the masked characters (See Chapter 

Two), Carin's rendition of the lover's quarrel is captivatingly vivacious and 

peculiarly Scots. We have the transcription of Scots pronunciation such as `Yer 

wrang' (you are wrong) `neathin' atween ye' (nothing between you) and `wi' yer 

lees' (with your lies) as well as peculiarly Scots words and turns of phrases such 

as `speir' (ask) and gin (`if) but also colloquialisms and idiomatic expressions 

such as `leein' trollop' ('lying trollop') `ue jaud' (you hussy) (Concise Scots 

Dictionary). The idiomatic nature of the Scots was much appreciated by both 

audiences and reviewers, who dubbed the production `rollicking fun in broad 

Scots' (Richardson) and praised Victor Carin for his `expressive, unforced Scots' 

(Pickard). 

While Patrice Pavis describes theatre translation as a successive process of 

concretization (Chapter One), I believe that Annie Brisset's term `re-actualization' 

is a better description of Carin's Scots translation of Il servitore (A Sociocritique 

of Translation 158). After the selection for production, translation is the site 

where the relevance of the play for the new audiences can be suggested. Theatre 

translation always involves some re-actualization. Only texts deemed to be 

relevant in some respect get chosen and these are then, in translation, described in 

domestic terms. The process of re-actualization can, however, involve the margin- 

alization of the basic alterity of the original in favour of the societal discourse that 

is predominant at the time and which in the case of Scotland in 1965 was the 

promotion of a national dramatic literature separate from British values. 
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6.4 Re-actualization of the performance dimension 

We saw in the previous section how in the process of adaptation Goldoni's 

Venetian and its subversive function is replaced by a demotic Scots which has the 

power to "faddom the hert' of audiences and draw them into complicity with stage 

action" (Stevenson 5). A similar movement from foreignness to familiarity can be 

observed in Carin's handling of those aspects of Il servitore which are most reliant 

on performance, as the remnants of `elastic gags' discussed in Chapter Two. The 

`elastic gags' of commedia dell'arte are those scenes that were only sketched out 

in the script because they relied on a modular structure - the repetition of an 

action, theme or keyword - which would be elaborated on stage through 

improvisation. I repeat here the example of the `laying of the table' from Act II, 

scene xii to draw a contrast between Carin's and Dent's approach (Chapter Five): 

BRIGHELLA: Cossa gh'e, sior 
Truffaldin? Cossa comandeu de 
mi? 
TRUFFALDINO: El me padron el 
gh'ha una amigo a disnar con lu; el 
vol the raddoppie la tavola, ma 
presto, subito. Aveu el bisogno in 
cusina? 

BRIGHELLA: Cossa gh'8 sempre 
de tutto in mezz'ora posso metter 
all'ordine qualsesia disnar. 

TRUFFALDINO: Ben donca. 
Disime cossa the ghe dare. 

BRIGHELLA: Per do persone, 
faremo do portade de quattro piatti 
Puna; anderä ben? 

TRUFFALDINO: (L'ha dito 
Cinque o sei piatti: sie o otto, no 
gh'e mal). Anderä ben. Cossa ghe 
sarä in sti piatti? 

BRIGHELLA: Nella prima portata 
ghe daremo la zuppa, la frittura, ei 

GOW: Wha cried? 
ARCHIE: Archie Broon cried. 
GOW: Oh? Archie Broon? An'whit can 
A dae for Archie Broon? 

ARCHIE:. (Splendidly) Ma maister's 
invited a gentleman freen tae dine. He'll 
return anon, an' he desires a guid denner. 
Hae ye meat i' yer kitchen o' the style 
speirt for? 

GOW: A aye hae stylish meat i' ma 
kitchen. Speir awa an' ye'll hae yer wish 
inside o' hauf an hoor. 

ARCHIE: (faltering) Guid, that's settled. 
Eh, whit wad ye suggest? 
GOW: Whitever ye like, Sir. 

ARCHIE: Weel, eh... You tell me. 
GOW: Weel for a company o' twa, A'm 
Ilk tae serve twa coorses o' four dishes. 
A said four dishes a piece. Wad that 
please yer honour? 

ARCHIE: (Aside) A'm thinkin' she's an 

211 



lesso e un fracandb. 

TRUFFALDINO: Tre piatti Ii 
cognosso; el quarto no so cossa 
ch'el sia. 

BRIGHELLA: Un piatto a la 
franzese, un intingolo, una bona 

vivanda. 

TRUFFALDINO: Benissimo, la 
prima portada va ben, alla segonda. 

BRIGHELLA: La segonda ghe 
daremo 1'arrosto, l'insalata, un 
pezzo de came pastizzada e un 
bodin. 

TRUFFALDINO: Anca qua gh'e 
un piano the no cognosso; coss'e 
sto budellin? 

BRIGHELLA: Ho ditto un budin, 

un piatto all'inglese, una cossa 
bona. 

(II, xii) 

impident kin' o' a body this (TO GOW) 
Twa courses? Four dishes a piece? Na, 
na, mistress, gin that's the best ye can 
dae, All tak ma custom elsewhaur. Ma 
maister hinted at sax or eicht dishes a 
piece but A doot yer houffe's no big 
eneuch tae provide sic grandeur. 
GOW: All provide whitever ye favour, 
Sir. You name it, A'11 get it, A said All 
get it. 

ARCHIE: Whit hae ye i' the pot that's 
ready? 
GOW: Weel, tae supply ye wi' a first 
coorse, A' hae a green curly kale an' 
barley, broth; saut cod an' butter-milk; a 
jellied chucken bree wi'leeks; herrin' 
soused wi' ingins, or scambled eggs with 
chives. 

ARCHIE: Hoo aboot the second coorse? 

GOW: For the second coorse, A hae a 
juggit hare; a biled sheep's heid; a roastit 
mutton, beef or purk; chuckens het or 
caul; jeelied tongue; potted hauch; rolled 
lamb or trotters. 

(She takes a breath) 

ARCHIE: Nae fish? Oh, we maun hae 
fish on the second coarse. 
GOW: Waitye, Waitye, A said waitye! 
Ham smoked or biled; gigget chops an' 
liver; stuffed heart; pidgeon pie an' 
kidneys; haddock, whitin', sole or skate 
- wi' neeps an'carrots, peas an'tatties, 
chappit, biled or fried. A' said chappit, 
biled or fried. 

ARCHIE: Aye. Weel, that'll hae tae dae. 
(The Servant o'Twa Maisters 46-47) 

Unlike Goldoni's text, which in its bare, repetitive and essential nature hints at the 

expansion and variation of the `elastic gag' and calls for improvisation, Carin's 

version is all there, on the page, written out in `stage Scots', ready for the actors to 

memorize it for performance. As a consequence, the extent of the rewriting in this 

extract is considerable. The passage itself has become twice as long (eighteen 
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turns as opposed to the twelve of the original). The number of dishes served for 

dinner has also increased, as have the descriptions of each dish and the 

corresponding reaction of Truffaldino/Archie. While the gag in Goldoni's piece 

relied on Truffaldino misunderstanding the names of the plates due to his constant 

obsession with his bowels (bodin/budellin) - which would have been extended 

all'improvviso in performance with ever more extravagant dishes and ever more 

ridiculous misunderstandings - in Carin the gag is based on the simple routine of 

the never-ending list. Brighella is substituted by Mistress Gow, the loudmouthed 

landlady of the Ae Gulp Houffe, who rattles off an amusing list of Scottish- 

sounding dishes from the barely tolerable ('herrin' soused wi' ingins' - herring 

soused with onions) through the bizarre ('pidgeon pie an' kidneys') to the posi- 

tively stomach-churning ('stuffed heart' and `a biled sheep's heid'). All this while 

Archie does his best to belittle her inn by asking for more options and not giving 

her the satisfaction of having met his standards ('Weel, that'll hae tae dae'). 

But Carin's rewriting, which shows much more awareness of the perform- 

ance dimension of Goldoni's play than Dent's philologically accurate version, " 

does not stop at the re-construction of elastic gags. The character of the innkeeper 

is brought to life as Mistress Gow is endowed with the amusing characteristic of 

being unable to say a thing once (A', lik tae serve twa courses o' four dishes. A 

said four dishes/ You name it, A'11 get it, A said A'll get it. / Waitye, Waitye, A 

said waitye! ). This is not a trait of Goldoni's Brighella, nor of the mask of Brigh- 

ella in the tradition of commedia acting, but interestingly it recalls a characteristic 

14 This can be partly explained by the fact that Carin was not only an actor, but a bilingual actor 
who had lived and worked in Italy. In the programme note to The Chippit Chantie he recounts how 

when he was in Italy he made his own literal translation of Goldoni's play into English from 

which he then worked on the Scots adaptation. See Carin, `Programme note'. 
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of the mask of the innkeeper in Strehler's Arlecchino, where during improvised 

rehearsal he developed an unfortunate stutter, which then became part of the testo 

spettacolo. Here is an example from the recording of the 1973 production: 

1 Una giovane con co-co ... con co-co ... con co-co, coraggio 

2 Tutti i giorni la se vestiva e la andava a ca-ca... a ca-ca ... a ca-ca, a cavallo. 

(Arlecchino) 

The humour arises from the timing of the stutter, which suggests in example one 

that Beatrice, the young lady who will shortly enter on the stage dressed as a man, 

has `co-co' (balls), and in example two that every morning she used to get dressed 

and go 'ca-ca' (to the loo). This is just a small example of how the notion of 

original text in the case of II servitore is complicated and enhanced by the 

authoritative performance of the Piccolo Teatro di Milano. Even the Royal 

Lyceum's approach to Carin's translation recalls Strehler's relationship with II 

servitore, which he saw as a training ground for his actors, as an instrument for 

the development of a new way of making theatre - and a way of testing the 

company's artistic progress - year after year, version after version. " And 

similarly, in the programme for the revival of A Servant o' Twa Maisters at the 

Royal Lyceum in 1977, Fleming writes: 

Since that night in October 1965 when, with this rumbustious comedy 

(and a fanfare of trumpets), we opened Edinburgh's Civic Theatre, we 

have explored and developed our company style in acting and design 

through a widely ranging repertoire of international plays. Tonight's 

revised production is by way of reporting to you on our progress, and in 

doing so, we invite our renewed enjoyment, laughter and approval. 

's The importance of Carin's Servant o' Twa Maisters for the artistic development of the Royal 
Lyceum Company is confirmed in the letter exchange between Victor Carin and Stephen 
MacDonald before the revival of the play in 1977. See Carin Letter (Royalties) and Carin Letter 
(Acknowledgment). 
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In exploring the translation and reception of /I servilore, it is no longer possible to 

stop at the analysis of the dramatic text and its translation. In the period from 1745 

to the present day, the play acquired and shed layer upon layer of' accumulated 

commentary, performance traditions and translations. Some of these layers, like 

the Piccolo's travelling production of the play, remain both accessible and 

influential. And I believe that it is necessary, especially in the case of' plays that 

are extremely reliant on performance, to extend our comparative analysis not only 

from text to context - as descriptive translation studies suggests -- but from text to 

context to performance. 

"' The photograph in figure 6.2 is also from the Arlicchino servilorc' cli due pwh-oni in 1956. from 
the Historical Archive of the Piccolo Teatro di Milano. 
" The photograph in figure 3.2 is from the production of The Servant o' Twa Maisters in 1965. 
This is a scan of the original photograph which is held at the Scottish Theatre Archive in Glasgow. 
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7A Collaborative Affair: the Royal Shakespeare 
Company's Production of I! Servitore 

The British tour of the Piccolo Teatro di Milano's Arlecchino and Carin's 

successful translation of the play for the Royal Lyceum has inspired and 

encouraged several translations and productions of II servitore and other Goldoni 

plays by professional companies in the past three decades. ' But alongside these 

positive precedents, 'the staging of Goldoni's plays in Britain has always had to 

overcome the negative associations that much commedia dell'arte theatre has 

acquired among British critics and audiences. The technical challenges of 

recreating commedia humour onstage have meant that the success of the 

productions rested on the often mediocre quality of the performance: 

COMMEDIA DELL'ARTE - those three Italian words have been known 

to strike dread into the hearts of intelligent playgoers. Done fast and well, 

its formulaic slapstick and stocktypes (harlequin and gang) can be as 

exhilarating as a pleasure trip down the Grand Canal in the champagne 

air of a sunny day. Done galumphingly, as is too often the case in this 

country, it can feel more like being stuck in Pizza Express on a wet 

Monday night in Wigan. (Taylor "Review") 

In this chapter, we will see how Lee Hall approached the translation of 11 servitore 

for the 1999 production by the Royal Shakespeare Company and we will explore 

' It is worth noting among these the National Theatre production of Il campiello (1976) and 
Countrymania (1986) and the RSC production of The Venetian Twins (1993). A number of 
Goldoni's lesser known plays (The Battlefield, Don Juan and The Impresario from Smyrna) were 
brought to the stage thanks to the dedication and translation skills of Robert David Macdonald, 
director of the Citizens' Theatre in Glasgow. 
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the way in which he attempted to avoid the pitfalls attached to the performance of 

commedia dell'arte by creating a very British brand of on-stage commedia- 

inspired comedy. Moreover, by looking at the promptbook of the 1999 produc- 

tion, I will give an idea of the way in which the translation was used in the 

rehearsal room and in performance, unveiling patterns of collaboration in theatre 

translation whereby the adaptor, director, actors and audience are all seen to be 

contributing to the rewriting of II servitore. 

7.1 Theatre translation as collaborative practice: the literal 

translator and the adaptor 

The first and most substantial difference between a translation produced for 

publication and one conceived and carried out with a specific performance in 

mind is that the latter is going to be received not as a text but as a cultural event. 

This is because dramatic practice - to which translation for performance belongs - 

is primarily concerned with the involvement of an audience. Along with the 

playwright and the director, the theatre translator shapes the translated text to 

create expectations and provoke particular responses within an audience. 

We explored in Chapter Four how the duality of dramatic texts as elements 

of both the literary and the theatrical system can complicate the interpretation of 

translation activities through time. This duality can also, as Aaltonen notes, affect 

the way in which foreign drama is integrated in the receiving system where norms 

and conventions for the production of text for publication and performance are 

already in place (Aaltonen Time-sharing on Stage 38). These two traditions of 

translation are distinct in the orientation of the translation activity: the reader- 
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oriented tradition privileges literary and aesthetic values, philological accuracy 

and exactness of meaning while the stage-oriented one is concerned with 

performability, audience reception and commercial success. Though very different 

both conceptually and practically, these two traditions have, of course, many 

points of interaction and exchange. We saw in Chapter Five how Edward J. Dent 

repositioned a stage-oriented play like II servitore within the dominant poetics of 

the contemporary literary discourse, with a consequent elimination of the 

performance dimension of the play. 

Unlike his literary counterpart, the translator working within the stage/ 

performance tradition is profoundly aware of the non-linguistic codes of the 

dramatic text, the `situation of enunciation', as Patrice Pavis calls it, within which 

the text is going to be read, interpreted and used for the creation of the 

performance but he is also aware of the plurality of signifying processes that take 

place in the theatre (Pavis The Languages of the Stage 195) and the open-ended 

nature of the translated script. While Pavis concentrates on theatre translation as a 

succession of signifying `concretizations', David Johnston, from the vantage point 

of a scholar/ practitioner, sees the art of theatre translation as an organic and 

ongoing process: 

In that sense the oft asserted vita brevis of theatre, in contrast with the ars 

longa of dramatic literature, is not simply a way of distinguishing 

between production and publication values; it can frequently be the very 

epitome of the translator's consciousness, just as it frequently is of the 

director's. The ephemerality of a stage production, the result of an 

ongoing process of interpretation, angling/redirecting of the codes for 

specific performance written into the playtext, becomes virtually a sine 

qua non of the art of theatre translation. (Johnston "Introduction" 11) 
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This process of interpretation, angling and directing does not end with the 

production of the translated playtext but it continues, as we will see in the 

following sections, in the rehearsal room with the construction of a performance 

text, and then again in the reception of the play by the audience and the wider 

cultural system. 

This process of collaboration in theatre translation starts at the moment of 

selection and commission. Established theatres, such as the RSC and the National, 

routinely commission new translations of classical texts afresh. The RSC in 

particular, with its specialization in the Shakespearian canon and the classics, 

invests a considerable amount on new translations (Chambers 131). But the RSC's 

policy on translation, which is similar in this to the National and other major 

theatres, is in most cases not that of commissioning a translator but a playwright 

in order to `see an old text afresh through the prism of a contemporary play- 

wright's imagination and use of language' (Chambers 130). The dominant 

criterion in these cases is not the ability to transfer a text from one language and 

cultural anchoring to another, but that of producing a version of the play that will 

function as a theatrical event in the here-and-now of the prospective performance. 

And this is why very often the process of interpretation, angling and directing, 

which David Johnston describes, occurs in two steps through the collaboration of 

a bilingual translator and a monolingual playwright. 

The practice of translating from a literal, which was used by the RSC's 

production of Il servitore, has been the subject of heated debate both in academic 

circles and in the theatre arena? In the National Theatre's Platform Papers on 

2 For reasons of space, I only mention in passing the main strands of the debate and for a 
comprehensive discussion, I refer the reader to Manuela Perteghella's unpublished PhD 
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Translation - the transcription of several roundtable discussions on translating 

and adapting for the stage - the collaboration of translator and adaptor/playwright 

is seen as the combination of two translation activities with different purposes: 

The way we try to do it here at the National is that the translator who 

does the first translation, and who knows the language, does as accurate a 

translation as possible without worrying too much about making it work 

as a stage play. The person who then does the stage version would ideally 

work quite closely with the person who did the literal. (Campbell et al. ) 

`Ideally' is the operative word here because in practice the translator who 

produces the first draft and who is the only mediator between the source and 

target culture is very rarely involved beyond the initial phases and does not 

usually take part in the rehearsal process (Perteghella 207-10). There are of course 

exceptions to this practice where translators and experts of the source language 

and theatrical tradition are consulted during the process of adaptation and staging, 

but this is more likely if the translators are also adaptors, as in the case with 

renowned theatre translators David Johnston and Ranjit Bolt (Bolt "Ranjit Bolt: 

Translating Verse Play"; Johnston "Securing the Performability of the Play in 

Translation"). Translators/adaptors have a different status in the theatre translation 

food chain because, unlike their academic counterparts, they are known to 

produce texts that are performable and actable. 

`Performability' is the main bone of contention in the debate over the use of 

literal translation in academic circles. Susan Bassnett argued in a controversial 

1991 article that the concept of `performability' has been used as a pretext to 

undermine the role of the translator in favour of the adaptor and theatre writer 

dissertation on collaborative practices in theatre translation. See Perteghella pp. 198-210. 
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(Bassnett "Translating for the Theatre: the Case Against Performability" 101). In 

this view, performability goes beyond the genuine need to recreate a theatrical 

language for the target culture and it becomes an instrument for the 

marginalization of aesthetic concerns in favour of market success thanks to the 

publicity that well-known playwrights and adaptors bring to a new production. 

In our case, the literal translator is not completely invisible. Gwenda 

Pandolfi was credited in the programme of the RSC production as well as in the 

front page of the published version of the play which reads `a new adaptation by 

Lee Hall, from a literal translation by Gwenda Pandolfi' (Hall and Pandolfi iii). 

However, no record of the literal translation or of Gwenda Pandolfi remains in 

any of the copious documentation painstakingly collected and catalogued during 

pre-production, rehearsal and during the run itself and kept in the RSC archives. If 

any collaboration actually occurred it must have done so well before the 

production started and completely separately from the production team. It must 

have been a one-to-one collaboration between Pandolfi and Hall himself. And yet 

Lee Hall does not mention Pandolfi in the introduction to the play nor on any 

other occasion' Like many monolingual readers, he seems to see translation as a 

pane of glass and the literal translator as an invisible operator whose work can be 

used and interpreted as if it were the original. He seems unaware of not having 

accessed Il servitore in the original, from within the theatrical and linguistic 

culture where it finds its signification, and speaks confidently about fidelity and 

faithfulness to the `actual Goldoni play': 

3 In his interviews with various newspapers Hall talks about his translations but makes no 
reference to collaborators at all. See Gardner "Heartbreak Hall" and Cavendish. Moreover, while 
underlining his literary merit the press also describes him as a brilliant `translator': `His radio play 
made grown men cry. His brilliant translations of Brecht and Goldoni were highly acclaimed' 
(Cavendish). 
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Of the various versions that are played on the English stage, none is 

entirely faithful to Goldoni. The most widely available is the French 

version, prepared as a vehicle for Tommy Steele, which is quite simply a 

travesty. I was attracted to this master and servant play because I adapted 

Brecht's Mr Puntilla and his Man Matti and was interested to investigate 

the genealogy of this relationship in an older play. However, instead of 

ripping the text apart to find the play anew as I had done with the Brecht, 

I realized quite quickly that I would have to restore a work that has been 

quite worn down by our preconceptions, appropriations, additions and 

meddlings for many years. And so my project has been to reinstate the 

actual Goldoni play rather than create my own riff on it. (Hall xix) 

We will explore in the next section in more detail Hall's dramaturgical 

restructuring of Goldoni's play and we will see how far it challenges traditional 

notions of fidelity. 

7.2 Modernization, dramatic tightening and explicitation of the 

performance dimension 

One of the first things that one notices reading Hall's translation is how modern it 

sounds. Unlike Carin's version which, though naturalized through the use of 

Scots, still retained an eighteenth-century flavour, Hall's Servant is very much a 

contemporary play, or rather, a contemporary comedy. This is what he makes of 

Smeraldina's daring quasi-feminist speech in Act II, Scene viii: 

SILVIO: Tutte finzioni di voi altre 
donne. 

SMERALDINA: Si, se fossimo 
come voi. Dirb come dice il 

proverbio. Noi abbiamo le voci, e 
voi altri avete le noci. Le donne 
hanno la fama di essere infedeli, e gli 
uomini commettono le infedeltä a 
piü non posso. Delle donne si parla, 
e degli uomini non si dice nulla. Noi 

SILVIO: See. You women are all 
hysterics. 

SMERALDINA: Hysterics! Listen, 
the only reason we get all the stick is 
that we haven't got a dick. Oh yes, a 
woman's hysterical but a bloke is 
full of passion, whereas I'd be called 
a slut you'd be called a Jack the lad. 
Well, let me tell you, the only reason 
you get to run round like the cock of 
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siamo criticate ea voi altri si passa 
tutto. Sapete perche? Perche le leggi 
le hannd fatte gli uomini, the se le 
avessero fatte le donne, si 
sentirebbero tutto il contrario. S'io 

comandassi, vorrei the tutti gli 
uomini infedeli portassero un ramo 
d'albero in mano, e so the tutte le 
cittä diventerebbero dei boschi. 

(II, viii) 

the midden is because of the unequal 
economic relations of the sexes, 
matey. If women had a position in 
this society that was equal to their 
tact, intelligence and ability to get 
things done you don't think they'd 
put up with you poncing around like 
some superannuated gondolier. They 
wouldn't give you a second glance, 
`big boy'. 

(Hall and Pandolfi 45) 

Goldoni's Smeraldina here plays a very peculiar role, which goes beyond the 

commedia deli 'arte function of the mask of the female servant and functions as 

mouthpiece for the author's own ideas. She acts as a figure of compromise 

between the cocky humour of the masked characters and the exaggerated pomp of 

the parti serie. She speaks standard Italian, which removes her from the farce and 

allows her to say something serious and important about the subservient position 

of women in society: 

Perche le leggi le hanno fatte gli uomini, the se le avessero fatte le 
donne, si sentirebbero tutto il contrario. 

Smeraldina is saying that the only reason why men have a better deal out of life is 

not because they are inherently more virtuous, but because they are the ones who 

make the rules and are thus in a position to give women a bad name. Women are 

seen as deceiving creatures ('Tutte finzioni di voi altre donne'), always ready to 

trick men with their feminine wiles, but in actual fact it is the men who benefit 

from the situation because while society is busy talking about the supposed 

infidelities of women (`Le donne hanno la fama di essere infedeli'), men are free 

to do what they please without being disturbed or discovered (`gli uomini 

commettono le infedeltä a piü non posso'). This would have been a very 

controversial statement at the time of Goldoni - who, let us not forget, was a 
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contemporary of Casanova's - and the author gets away with introducing his own 

view of the world by using a character that has no status - the female servant - an 

expedient he will use extensively in La locandiera. 

Like Goldoni's, Hall's Smeraldina is a feisty young woman, but a very 

contemporary one. Her speech is full of the colloquialisms typical of young 

people's speech (bloke, matey, big boy) but it is also peppered with taboo words 

(dick, slut) and `attitude' which characterizes her as an instance of `the new 

feminist' of popular culture, an example of the `girl power" phenomenon of the 

late nineties whereby women are allowed and encouraged to appropriate the worst 

aspects of male behavior and make it theirs (including swearing and sexual 

promiscuity). Beside her language, Smeraldina's thinking has also undergone a 

profound updating. Her observation `Perche' le leggi le hanno fatte gli uomini' 

becomes a political slogan `the unequal economic relations of the sexes' and the 

eighteenth-century image of the woman's deceitful nature is replaced by the very 

modern male stereotype of women's irrational and hysterical nature. To this, 

Smeraldina counterattacks with another modern stereotype, female this time, of 

women's superiority over men given by their ability to `get things done'. As we 

can see from these examples, Hall's updating of Il servitore occurs at the level of 

lexical choice and register but also at the level of cultural relevance. As a writer 

who is primarily concerned with creating a stage world that will make sense to an 

audience of the here-and-now, Hall rewrites Goldoni's characters in a way that 

will fit with the current discourse of masculinity and femininity of popular 

culture. 

° The OED online defines `girl power' as `Power exercised by girls. A self-reliant attitude among 
girls and young women manifested in ambition, assertiveness, and individualism'. 
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There is a trend in the translation of foreign drama for performance of using 

popular culture and taboo language in an attempt to make difficult comedic texts 

more accessible for mainstream production. Translators of Dario Fo have been 

heavily criticised by Fo himself for adding gratuitous vulgarity to his plays 

(Taviano 44-45). This appears to be a common tendency on which adaptors and 

directors rely especially when faced with texts that are heavily reliant on 

improvisation and culturally specific elements. The mountebank tradition upon 

which Dario Fo and, before him, Goldoni and commedia dell'arte actors relied - 

that of building an intimate connection between actor and spectator - finds an 

equivalent in the swearword-laden style of the contemporary stand-up comedian, 

and this style has been filtering through to the writing of playwrights and 
t 

adaptors. Lee Hall speaks openly of his effortless comedic style and his 'demo- 

cratic' approach to stage writing: 

`The comedy is often inadvertent in my work. I try to write some- 
thing serious, and when I read it through it turns out that it's 

funny, ' says Hall, who always writes plays with his own parents in 

mind. `They are not theatre-goers, so I think that if they can have a 

good time at one of my plays, other people will too. ' (Gardner 

"Heartbreak Hall") 

Hall uses colloquialisms and bad language throughout the play to make it work 

for a contemporary audience. By looking at this version next to Goldoni's text we 

can see that colloquialism becomes a means of characterization (1), a way of 

strengthening the gestural elements of the play which would be perceived as alien 

and not funny (2), as well as a compensation for the neutralization of dialect (3): 
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(1) (1) 

SMERALDINA: (Oh bella cosa! SMERALDINA: The lucky cow. I 
Propriamente anch'io me ne struggo wish it was me standing there! (1) 
di voglia) (I, i) 

(2) (2) 

TRUFFALDINO: (mastica un po' di 

pane per sigillare la lettera, ma non 
volendo l'inghiotte) Oh, diavol! L'e 
andä zo. Bisogna mastegarghene un 
altro boccon (fa lo stesso e 
l'inghiotte). No gh'8 rimedio; la 
natura repugna. Me proverb un'altra 
volta (mastica come sopra. Vorrebbe 
inghiottire il pane ma si trattiene, e 
con gran fatica, se lo leva di bocca). 
Oh, 1'8 vegnu'. Bollero' la lettera (la 

sigilla col pane). Me par the la staga 
ben. Gran mi per far le cosse pulito! 
Oh, non m'arrecordava piü del 
facchin. (I, xv) 

TRUFFALDINO: (He chews the 
bread but inadvertently swallows it) 
Oh, bugger. There's hardly any left 
now. 
Chews it and swallows it some more. 
It's just not natural to have to do 
this. One last go. 
He manages not to swallow it and 
unwillingly removes it from his 
mouth. 
Got you. Now to seal the bastard. 

He seals the flap with bread. 

Champion. Look at that. Top-notch. 
Oh, Christ. The bloody porter. (26- 
27) 

(3) (3) 

TRUFFALDINO: Andemo pur. TRUFFALDINO: Bloody hell. At 
Manco mal, the sta volta non ho least I've done one thing right today. 
fallä. La borsa 1'ho dada a chi (31) 
1'aveva Waver. (I, xvii) 

The elements that were codified in the form of commedia dell'arte, the stock 

characters (1), the zanni's lazzi (2) and the use of dialect (3) were part of the 

shared knowledge of actors and spectators and acquired signification within the 

situation of enunciation of eighteenth-century performance. Hall's rewriting 

updates characterization, physical gags and language through the use of a system 

of signification that is relevant to contemporary audiences. But the use of 

contemporary cultural references is only a manifestation of a much more 

consistent strategy adopted by Hall, which is characterized by dramatic tightening 

on the one hand and textual explicitation of non-textual elements on the other. 
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As I have mentioned in previous chapters, the dramatic construction of Il 

servitore is based on a method of performance that was rooted in improvisation. 

As a text that was written a posteriori - as a record of the dialogue developed by 

commedia actors through successive performances of the initial scenario - it is 

not as dramatically controlled as a piece of dramatic literature. Scenes are 

sometimes only accennate (hinted at) because they rely on established sketches to 

be extended or shortened according to the requirements of the performance while, 

at other times, the characters seem to run on, repeating, adding and elaborating on 

the same information. From the perspective of the written medium, these 

repetitions, addition and elaboration of similar material are frowned upon as 

synonyms of loose writing and poor structure, but they are typical of orality and 

the free-flowing of improvised speech. Pantalone's recollections in Act II, scene 

xiv are a case in point: 

PANTALONE: Ghe xe anca una 
certa locanda sora Canal Grando, in 
fazza alle Fabbriche de Rialto, dove 
the se magna molto ben; son stä 
diverse volte con certi galantomini, 
de quei della bona stampa, e son stä 
cussi ben, the co me l'arrecordo 
ancora me consolo. Tra le altre cosse 
me recordo d'un certo vin de 
Borgogna, the el dava becco alle 
stelle. 

BEATRICE: Non vi e maggior 
piacere al mondo, oltre quello di 
essere in buona compagnia. 

PANTALOON: There's an excellent 
little place, the other side of the 
Rialto, you know. Often pop down 
there with a few friends. You can 
have quite a feast just sharing a 
couple of starters. They do a bloody 
good Burgundy, if you'll pardon the 
French. Very fine indeed. 

BEATRICE: Yes, to eat in company 
is one of life's great pleasures. I dare 
say you have often seen good times, 
sir. 

PANTALOON: And will see many 
more, I hope. 

PANTALONE: Oh, se la savesse the (Hall and Pandolfi 53-4) 
compagnia the xe quella! Se la 
savesse the cuori tanto fatti! Che 
sinceritä! Che schiettezza! Che bella 
conversazion, the s'ha fatto anca alla 
Zuecca! Siei benedetti. Sette o otto 
galantomeni, the no ghe xe i so 
compagni a `sto mondo. 
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BEATRICE: Avete dunque goduto 
molto con questi? 

PANTALONE: L'e the spero de 

goder ancora. (II, xiv) 

An element which is characteristic of commedia scripts, as we discussed in 

Chapter two, is the use of codified formulae. Formularity is a strategy typical of 

oral cultures which encourages the repetition of ideas which become crystallized 

in easily-remembered phrases to guarantee the preservation of that culture's 

traditions and wisdom. These codified formulae serve a clear mnemonic function 

in commedia in that they store information in the actor's memory in an easily 

recognizable format which makes. them quickly retrievable at the time of 

performance. Each character would make use of specific formulae which were 

usually in the form of epithets, words or phrases applied to a person or an event to 

describe a given quality. 

Pantalone is the repository of Venetian popular wisdom and imagery. The 

use of sayings ('un vin the dava el becco alle stelle') and expressions typical of 

the language of conversation ('galantomini, de quei della bona stampa') as well as 

the constant references to the geography of Venice ('sora el Canal Grando' `in 

fazza alle Fabbriche de Rialto' `Alfa Zuecca') make Pantalone's language an 

example of the liveliness and conviviality of Venetian. The paratactic nature of 

Pantalone's speech ('Se la savesse the cuori tanto fatti! Che sinceritä! Che 

schiettezza! Che belle conversazion') is also a typical feature of the formularity of 

the language of conversation which makes it rhythmic and pleasing to the ear. 

Hall's reading of this passage does not take into account the oral nature of 

commedia scripts nor the richness of images, sounds and rhythm that characterise 
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Pantalone's language. From the perspective of a tradition of written drama, Hall 

sees Pantalone's speech as simply repetitive and thus reduces his free-flowing 

speech where thoughts tend to go in pairs ('sora Canal Grando, in fazza alle 

Fabbriche de Rialto'/ `certi galantomini, de quei delta bona stampa') to a single 

thought ('the other side of the Rialto'/ `with a few friends') and totally eliminates 

the second line where Pantalone continues reminiscing about his younger days 

(from `Oh' to `sto mondo'). Instead of `reinstating Goldoni's play', as he claims, 

it seems to me that Hall here manifests an ethnocentric ethos behind his 

adaptation, which aims at domesticating Goldoni's play, smoothing out contra- 

dictions and presenting the audience not with a chance to learn more about a 

culture and a tradition which is very much admired and loved, but to reinforce 

established stereotypes for the sake of a laugh. 

Another aspect of dramatic construction that in commedia dell'arte was 

achieved through performance was the characterization of the masked characters. 

As discussed in Chapter Two, each commedia 

character had its peculiar linguistic traits that were 

representative of their fundamental drives: 

Truffaldino's obsession with food, Pantalone's love 

of business and striking a good deal and the 

Doctor's passion for pomp and mock Latin. The 

Doctor was in fact one of the most linguistically 

inventive masks of traditional commedia. His 

humour was characterized by linguistic distortions 

for comic effect. This was the verbal accompani- 
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ment of the grotesque composition of the actor's body: the mask, the costume and 

props as well as his stance and gestures are all codified signs of theatrical 

communication. The commedia spectators were accustomed to reading the actor's 

body as a texture of signs which enhanced and complicated their understanding of 

the verbal twisting. His black academic dress satirized Bolognese scholars and his 

mask, covering only his nose and forehead left his reddened cheeks uncovered to 

show his fondness for the drink. His stance is also indicative of his tendency 

towards excess: the actor's weight was usually on his heels, which pushed his 

enormous belly forward and the wide gestures that accompanied his mock-erudite 

Latin quotations created a considerable space between him and the other masks 

making him stand out significantly (Rudlin Commedia dell'Arte: an Actor's 

Handbook 100). 

In Il servitore, the Dottore's role is merely hinted at by Goldoni, as most of 

his comic business would have been developed through on-stage improvised 

pieces. We can see one of these feats of improvisation in the third version of 

Strehler's Arlecchino, the `versione dei carri' televised in 1973: 

Goldoni 

DOTTORE: Padrone mio, V. S. 6 arrivato un po' tardi. La signora Clarice 
1'ha da sposare mio figlio. La legge parla chiaro. Prior in tempore, potior 
in lure. (I, iii) 

Strehler 

DOTTORE: La legge parla chiaro. Prior in tempore, potior in iure. 
Tararai minghena e sgnacchera, la sgnaura fleppa! (Arlecchino) 

Enzo Tarascio, the young actor who'd just joined Strehler's company that year, 

adds a non-sensical agglomeration of random syllables which, pronounced with a 

Bolognese accent (which is well-known to distort the sound `sgn') and a staccato 
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rhythm accompanied by his jumping up and down, was sure to get a laugh or two. 

This is an example of the extension of the performance text through character 

improvisation, but it is also an instance of translation of Goldoni's theatrical 

language for a contemporary Italian audience. Strehler's directorial reading of 

Goldoni's text not only engages with the linguistic and dramatic units of Il 

servitore but it aims at recreating the performance conditions of commedia 

dell'arte and uses this ancestral and peculiarly Italian theatrical language to 

establish a new bond between the performers and the audience. 

The Royal Shakespeare Company's approach to Goldoni is a very 

different one. It is based on an engagement that occurs primarily with the 

linguistic units of the written text. Dottor Lombardi in fact is no longer wearing a 

mask, nor is he sporting the signs of his passion for the pleasures of the flesh. The 

register of performance is no longer one of commedia (the large gesture and 

prominent belly) but is more naturalistic and the costumes recall eighteenth- 

century fashion, but only minimally (RSC). An attempt at transferring the nature 

of the character of the Dottore is done in the script. The contradictory nature of 

the character of the Dottore is made explicit at the very beginning by Hall who 

adds this line to the text: 

DR. LOMBARDI: We really don't go in for ceremonies either. Do we, 
Silvio? No we Lombardis are ever vigilant against unnecessary pomp and 
circumstance etcetera. (2) 

The incongruity that is achieved in commedia by the juxtaposition of contrasting 

signals both visual (the authority of the academic gown and the wine-induced red 

cheeks) and aural (the use of Latin and the verbal mispronunciation) is textualized 

by Hall and woven into the dramatic development. Dr. Lombardi tells us that the 
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Lombardis are `vigilant against unnecessary pomp' because, in fact, in the rest of 

the play he will proceed to prove the exact opposite, as in this exchange with 

Pantalone: 

DR. LOMBARDI: No need for explanations, I totally appreciate the 
delicacy of the difficult imbroglio you were placed in. But as we're old 
friends let's put the matter completely behind us. 

PANTALOON: Well, the fact is... 

DR LOMBARDI: I would be the first to admit that you were taken 
totally by surprise and had no time to consider the obvious and grievous 
wrong you were to perpetrate on our family name. 

PANTALOON: Just a minute, I wouldn't say `grievous wrong' after all, 
there was a previous contract... 

DR. ' LOMBARDI: Stop. I know exactly what you are about to say. It 
appeared, in fact, that the contract with the Turinese was binding a priori. 
Where as, of course, with greater reflection you realise ours takes 
precedence by its actual ratification by the tendering of the good lady's 
hand. 

PANTALOON: Yes, but... 

DR. LOMBARDI: And, as you'd say so yourself, consensus et non 
conubitus, facit virum. (39) 

The characterization of Lombardi is then constructed on the basis of the type of 

language he uses and the patronizing attitude that goes with it. The magniloquence 

and pomposity of his constant use of Latin and legal niceties (grievous, tendering, 

ratification) becomes incongruous when used to describe `the good lady's hand'. 

Besides the incongruity of the situation, the ridiculing of pomposity would occur 

in any case in an English version because such behaviour is notoriously ill- 

tolerated by the self-effacing nature of the British psyche. In Italian, on the other 

hand, in Goldoni's time as now, the ridicule of pomposity needs to be signposted 

clearly and openly, otherwise it risks sounding too normal and unmarked. 

But the emphasis on the incongruity of the visual and aural signs created 

by the mask is not just a question of evoking a comic effect. Language and the 

actor's body in commedia dell'arte are not just the source but the vehicle of 
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performance. The distortion of lexis, syntax, pronunciation, accent and intonation 

and the physical contortion of the actor are also disruptive devices which highlight 

what Marco de Marinis called the extra-ordinariness of commedia performance 

(De Marinis "Appunti per uno studio diacronico della commedia dell'arte" 245). 

By means of such distortions, the actor managed to fascinate the audience, 

introducing them to an overtly subverted world which aimed at challenging the 

hierarchical structure of civilized society and giving the audience an insight into 

the physicality of their own bodies. 

Hall and director Tim Supple did not read Goldoni's text from within the 

mode of performance of commedia dell'arte, but as a piece of `drama' (Hall xx). 

Hall's decision to tone down the spectacle side of Goldoni's play in favour of the 

story and the characters seems a legitimate move if seen in the light of Goldoni's 

attempt to reform Italian theatre towards a more realistic representation of the 

world. However, this does not justify a superficial (or instrumental) reading of the 

play that does not recognize its particular mode of dramatic action. 11 servitore is a 

play conceived, developed and written out to function within the theatrical culture 

and practice of commedia dell'arte, and needs to be understood within its original 

theatrical conventions: of characterization, drammaticity and grotesque devices. 

This does not mean that the only valid mode of adaptation of 11 servitore should 

be one of historical reconstruction. Translation for performance is first and 

foremost a creative process that should be enhanced and not limited by the input 

of a foreign culture. But it is vital that those involved in theatre translation recog- 

nize it as a form of intercultural communication and engage with the diversity and 

complexity of the source culture rather than see it as an obstacle to performability. 
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Hall's expansion and scripting of aspects of characterization and verbal 

and physical interaction of the characters greatly limits the potential for the 

exploration of II servitore at the level of mise en scene. If the cross-cultural 

negotiation of linguistic, cultural and performance meanings between the Italian 

and British theatrical traditions occurs primarily at the level of the text, then the 

openness of the form of commedia dell'arte and the multiplicity of creative 

possibilities that Il servitore offers become impoverished. If most of the gaps of 

the playtext are filled in the translated text, then the process of staging will 

become more of an illustration of the dramatic text than an authentic process of 

creative discovery and cross-cultural communication. 

In the next section I will explore how the strategy adopted by Hall was 

instrumental to create a commedia-inspired form of theatrical humour which 

would produce a successful script for comedy rather than engaging with the 

performative aspects of the form of commedia theatre. 

7.3 Translation of wordplay for performance: immediacy and 

cultural resonance 

In the closing statements of his 1985 seminal work on the language of humour, 

Walter Nash underlines the inextricable link between humour and performance: 

The language of humour is powerless without the speech of humour. Jokes 

are told; somewhere beyond the text is a voice, telling, delivering, timing. 

(Nash: 172). 

As Nash maintains, some important distinctions need to be made between the 

style of oral and textual humour, the most immediate of which is that textual 
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humour `expands through elaborative networks rarely if ever found in oral 

humour' (20). Oral humour, on the other hand, tends to be syntactically simpler 

and very reliant on performance. As recipients of humour, we are instinctively 

aware of a correspondence between the joke and its delivery. Such correspond- 

ence becomes evident in the case of those types of humour that are intended for 

performance, such as humoristic stories, jokes, or puns that play with sound. The 

translation of jokes has often been compared with the translation of poetry for the 

density of the language and the layers of meaning that tend to get lost in 

translation (Chiaro). However, if we look at the relationship between the joke and 

its delivery, the language of humour seems much more similar to the language of 

plays. Like plays, humour is often time-bound and context-generated, it depends 

on and works within the here-and-now of its eventual performance. 

The first extract we shall look at is from Act I, Scene i. Here, Truffaldino 

has been ushered into Pantalone's house to announce the arrival of his master, Sig. 

Federigo Rasponi of Turin. Federigo, the betrothed groom of Pantalone's daughter 

Clarice, has actually died a week earlier in a duel in Turin. Pantalone, who has 

been informed of Federigo's death, has made agreements with Dottor Lombardi to 

marry his daughter to the doctor's son, Silvio. Though Truffaldino is not aware of 

this, his master is actually Federigo's sister, who has disguised herself as her 

brother to obtain from Pantalone the dowry that he had promised her brother and 

to elope with her beloved Florindo. - 

PANTALONE: Ande via, the s8 un 
pezzo de matto. Sior Federigo 
Rasponi da Turin el xe morto. 

; TRUFFALDINO: L'8 morto? 

PANTALONE: L'b morto seguro. 

PANTALOON : The man's out of 
his mind. Federigo Rasponi is dead. 

TRUFFALDINO: Dead? 

PANTALOON: Dead. Defunct. 
Deceased. Demised. Kaput. No 
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Pur troppo per elo. 

TRUFFALDINO: (Diavol! Che il 
me padron sia mono? L'ho pur lassä 
vivo da basso! ) (da se) Disi da bon, 

the 1'8 morto? (I, ii) 

more, sir. 
TRUFFALDINO: Are you sure? 
(Hall and Pandolfi 6) 

When Truffaldino says in an aside ̀ Diavbl! Che il me padrön sia mörto? L'ho pur 

lassä vivo da basso! ' the humour springs from the accent and intonation that are 

encoded in the line. The accented vowels in the first part of the line and the double 

`s' in the second part, give a specific rhythm to the passage which exaggerates the 

characteristics of the zanni's dialect, and consequently reinforces the typicality of 

the mask of Truffaldino, the Bergamask dim-wit knave. As in traditional 

commedia, the comedy of the text arises from the physical and verbal interaction 

of the stereotyping masks. This is because the text originated as a scenario, 

developed through improvisation, and was only later written down by Goldoni. 

The gestural humour of commedia is encoded in the text in a way that makes the 

mise en signe and the mise en scene almost indistinguishable. So, in the source 

text most of the comedy comes, on one hand, from quintessentially linguistic 

elements, namely the contrast of two vernaculars, and on the other, from a set of 

extra-linguistic elements that are also extremely culture- and genre-determined. 

In his translation, Hall does not try to recreate a text that will serve as a 

springboard for the performer but he rewrites the passage introducing new 

punning material. He rewrites Pantalone's line as `Dead. Defunct. Deceased. 

Demised. Kaput. No more, sir', adding a reverberating effect through intertextual 

reference to the legendary `dead parrot scene', by the celebrated British comedy 

group Monty Python 5 On the level of interlingual translation, Hall's solution is 

5 Monty Python or Monty Python's Flying Circus, arguably the most famous British television 
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very successful. The style of humour that made translation so difficult because too 

embedded in the source culture and language is substituted with a style that is 

peculiar to the target humour. Moreover, the rhythm of speech, which in Goldoni 

was underlined by accents and sounds typical of Romance vernaculars, is 

transformed here into a peculiarly Germanic rhythm consisting in alliteration and 

climaxed delivery. However, Hall's solution somewhat eliminates the potentiality 

for on-stage elaboration of the humouristic gag through improvisation, thus 

making the playtext a little more complete and the work of the actor a little less 

creative. 

In the study of the translation of wordplay, a strong emphasis has been 

traditionally put on the question of untranslatability. Delabastita explains the 

`untranslatability' approach to wordplay as the recognition `of the incontestable 

fact that wordplay tends to resist some kind of translation' ("Introduction": 10). 

The kind of translation that Delabastita is referring to is the Jakobsonian notion of 

equivalence, according to which poetry, and by extension punning and wordplay, 

are `by definition untranslatable. Only creative transposition is possible' 

(Jakobson 151). In the introduction to the 1996 special edition of The Translator - 

an issue entirely dedicated to the translation of puns - Delabastita identified eight 

different types of technique at the translator's disposal when faced with the 

translation of puns or wordplay: 

comedy series, was broadcast by the BBC from 1969 to 1974. The Python's `dead parrot sketch' - 
which became such a classic of British comedy that it was once used by Margaret Thatcher to 
attack the Liberal Democrats in a conference speech in 1990 - portrays a confrontation between an 
unhappy customer (played by John Cleese) and a shopkeeper (Michael Palin) about the `vital state' 
of a Norwegian Blue parrot. For background information on the Pythons and a full transcription of 
the sketch, see http: //en. wikipedia. org/wiki/Dead Parrot Sketch. 
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0 PUN -- PUN: substitution of the source text pun with a target- 

language pun. 

" PUN-) NON-PUN: the pun is translated into a non-punning 

phrase. 

" PUN-) RELATED RHETORICAL DEVICE: substitution of the 

pun with a wordplay-related rhetorical device (e. g. - repetition, 

alliteration, irony). 

9 PUN-) ZERO: the portion of text containing the pun is omitted. 

" PUN ST = PUN TT: literal rendering of the source text pun in 

the target language. 

" NON-PUN 4 PUN: introduction of a pun in a textual position 

where the original text has no wordplay for compensation or any 

other reason. 

" ZERO-) PUN: introduction of new punning material which has 

no apparent precedent or justification in the source text except as 

a compensatory device. 

" EDITORIAL TECHNIQUES: explanation of the pun in the 

paratext - footnotes, endnotes or introductions. 

("Introduction" The Translator 134) 

Let us now consider Truffaldino's monologue. We are in Act I, Scene iv. 

Truffaldino is waiting for his master Beatrice/Federigo Rasponi in front of 

Brighella's inn. 

TRUFFALDINO: I alter subit the i arriva in qualche cittä, la prima cossa 
i va all'osteria. Lu. sior no, el lassa i bauli in barca del cornier, el va a far 

visite, e nol se recorda del povero servitor. (... ) Qua gh'8 una locanda 

quasi quasi anderia a vedere se ghe fuss da divertir el dente (... ) Voi 

andar, ma adess the ghe penso, gh'6 un altra piccola difficoltä the non 
me arrecordava; no ho gnanca un quattrin. Oh Povero Truffaldin! (I, vi) 

TRUFFALDINO: I mean the first thing you do when you get into town is 

put your feet up and get some decent scrap down your neck, don't you? 
But oh no, not Lord Anorexia, here. No, he's pissed off down the quay to 
get his trunk, et cetera, et cetera (... ) If I only had some dosh I'd sod the 
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skinny sod, nip in there and give me gnashers a bit of training out of me 
own back pocket. But have I seen any wages? Have I bug erv. (Gardner 
"Heartbreak Hall": 14) 

In the excerpt from the source text the humour rests once again on the 

characteristics of Truffaldino's speech. The tones and rhythms of his language, 

which spring from his quasi-Bergamask vernacular, identify him as the half dim- 

wit, half cocky servant-knave. Most of the humoristic effect plays on his daftness 

and his obsession with food ('se ghe fuss da divertir el dente'). Specifically, in 

line two, Truffaldino uses the vernacular expression `Lu, sior no. ', which would 

be paired in performance with a series of comic gestures. The same expression 

would not have the same impact in contemporary Italian and its comic value is 

strictly connected to linguistic and genre-related elements. Truffaldino then 

concludes his speech with the rhyming formula which sums up his condition, `no 

ho gnanca un quattrin. Oh Povero Truffaldfn! ' 

Having worked towards the production of a script for a specific 

performance, the problem of the characterisation of Truffaldino becomes central 

to Hall's translation. From his language springs most of the comedy and on his 

mishaps and fooleries hinges the entire plot. In his version, Truffaldino becomes a 

Del Boy scallywag, 6 who speaks his mind in cockney slang, resents his masters 

and tries to get the most out of every situation. But he also becomes a sort of 

mediator, a negotiator between Goldoni's text and the audience. Truffaldino's 

`andar a divertir il dente' becomes `give me gnashers a bit of training' and his 

master leaving him there with his luggage becomes `he's pissed off down the 

quay'. Goldoni's vernacular immediacy is successfully replaced by cockney 

6 Derek Reginald Trotter, or `Del Boy' - an icon of British popular culture - is the lovable rogue 
and wheeler-dealer in the highly popular BBC sitcom ̀ Only Fools and Horses' (1981-2003). 
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directness. And the audience laughs (Billington). The success of Hall's total 

acculturation approach is, I believe, visible in his tackling of Goldoni's `Lu-sior 

no' passage. In his version, Hall compensates for the incompleteness of Goldoni's 

text. Behind Goldoni's vernacular expression is the distinctive Italian tradition of 

accompanying humour with gesture which Hall reinvents in accordance with the 

English tradition of theatrical humour which is much more verbal and punning 

than gestural. From a textual point of view the result seems to be a zero-to-pun 

translation (Delabastita "Introduction. The Translator"), because in the translation 

the humoristic element had to be made verbally explicit. On the other hand, if we 

look at it from a theatrical perspective it is a pun-to-pun translation, since there is 

a punning element already in the source text but it is the result of a combination of 

verbal and gestural language. However, once again the creation of a gag occurs at 

the level of the writing thus eliminating the chance for the cross-cultural 

negotiation to continue during the staging. 

The success of Hall's translation of Goldoni's humour is the result of a 

series of factors. Both texts are very much the product of their time and theatrical 

culture. Goldoni's humour functions because it plays with a very specific language 

and represents a very specific world. So does Hall's version. His acculturation of 

the text within the contemporary situation of the performance renders this remote 

eighteenth-century play enjoyable for a contemporary audience. As Chiaro 

suggests, the greater the shared knowledge between the joke-teller and the 

audience, the better the effect is likely to be. Humour works at its best when it is 

localised. However, the variables that come into play when an actor delivers a 

joke are so many that even a change of venue could make a 'perfect' joke 
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unsuccessful, as Gardner reports: 

It is still sharp and funny, and Hall's easy, colloquial version makes the 

whole affair seem contemporary. It plays like a dream, allowing room for 

the actors to improvise and elaborate. But somehow you can now see all 

the artifice in it. At the Young Vic, audience and actors were engaged in 

a complicity of enjoyment, but at the New Ambassadors that has 

somewhat evaporated. (Gardner) 

The ultimate ambition for a joke teller, a comedian or a translator of theatrical* 

humour - the `complicity of enjoyment', as Gardner calls it, between the comic 

and the audience - can ultimately be achieved only through performance. Italian 

commedia humour and, I would argue, other types of theatrical comedy are so 

reliant on the mise en scene that they can only really be made to work through the 

actor's performance on the stage for a specific audience at a specific point in time. 

7.4 Page/stage negotiation: the performance text 

Unlike in other types of translation, the negotiation involved in the construction of 

meaning for the target culture in theatre translation does not stop at the level of the 

text. We saw in Chapter One when we examined Pavis's model of theatre 

translation that the dramaturgical rewriting of the text is only the second step in 

the process, and once the script is handed over to the director and the company it 

becomes one of the starting points for the work of mise en scene. 

In the process of mise en scene the translated script is read, interpreted and 

rewritten by a number of different agents who relate to the text in different ways, 

or, using Aaltonen's phrase, `inhabit' it according to their function in the 

construction of the performance (Aaltonen Time-sharing on Stage 97). From the 
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point of view of the researcher who is external to the process of staging, the 

investigation of the rewriting of translated texts for performance is 

methodologically very challenging. The complex multisemiotic character of 

theatrical performance combined with its ephemeral nature make the 

reconstruction of the choices and decisions made during a staging a very difficult 

enterprise. Records of performance are often scanty or incomplete, directorial 

choices and rehearsal notes sometimes remain undocumented and even where 

those records are accessible, their interpretation is fraught with difficulties. As in 

the case of historical reconstruction done on the basis of discrete evidence, 

determining which details of the performance were accidental and incidental is a 

question of interpretation and thus subjective and fallible (Vince 11). Moreover, 

the consideration of translation and staging in relation to reception further 

complicates the establishment of a fixed methodology. Theatre events as cultural 

artefacts present a complexity of codes and possible responses which are always 

open to re-negotiation before, during and after the theatrical performance. 

The task of piecing together the different components of performance is 

greatly facilitated by the quantity and quality of the records kept. Fortunately, 

thanks to state-funding, the Royal Shakespeare Company's productions are all 

very well documented through promptbooks, photographic records and sometimes 

videorecordings of the productions, which makes the RSC archive in Stratford- 

upon-Avon a very valuable resource for the researcher in translation for 

performance. 

We saw in the previous sections that Lee Hall's version involved a major 

dramaturgical rewriting and the filling in and addition of material to compensate 
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for the incompleteness of 11 servitore as a written text and for its reliance on 

codified performance. One of the ways in which Hall reconfigures Goldoni's text 

for a contemporary audience, which was not explored in the previous section, is 

by using the source culture as a frame. Susan Bassnett first identified this strategy 

as a distinct mode of translation for performance in her 1985 article `Ways 

Through the Labyrinth': 

This type of translation involves the utilization of TL stereotypical 

images of the SL culture to provide a comic frame. (... ) The result of this 

type of translation is to create a massive ideological shift: the frame tells 

British audiences that the play is primarily about comic foreigners. 

("Ways Through the Labyrinth" 90) 

Stereotypical elements of Italianness are added to the text at several points. 

Truffaldino refers to himself as `Macchiavelli' (18) and Smeraldina tells him off 

for standing there `like a stale panettone' (45) and during the opening of the letter 

scene, in which Goldoni relied on the fact that neither Truffaldino nor Smeraldina 

would admit that they could not read or write (II, xvii), Hall's Truffaldino declares 

that it is not surprising that they cannot read the letter since `it's in bloody Italian' 

(65). If we look at the mice en scene of this scene in Strehler's version we can see 

that the position, costumes and facial expressions of the actors contribute greatly 

to the meaning and humorous effect of the scene (Figure 7.2). 
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Truffaldino is clearly more interested in Smeraldina's revealing decollete than in 

the letter itself and the whole episode becomes an excuse for Truffaldino's 

pantomimic flirting. In the equivalent scene by the RSC we find a much more 

modern and naturalistic interpretation of Truffaldino and Smeraldina, who seem 

genuinely interested in finding out the contents of the letter (Figure 7.3). With the 

pantomimic element gone, the scene needed a replacement, something that would 

allow them to conclude with a gag, and the `bloody Italian' line serves that 

purpose very well. The reference to the cultural frame of the source text provides 

a closing gag but it also functions as a distancing device for the audience, who are 

suddenly made aware not only of the fiction of the mise en scene but also of the 

fact that what they are watching is a foreign play. I think the idea behind it is 

primarily one of making fun of the characters in the play from a contemporary 

perspective, and helping establish a connection between actors and audience based 

on a complicity of enjoinment. From the point of view of dramatic writing, Hall's 

solution is very effective and successful - but the ideological shift involved in the 

translation strategy remains. 

Strehler's version, too, emphasised the frame of the play by prioritising the 

lives of the commedia dell'arte players over Goldoni's story. The difference 
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Figure 7.2 - Ferruccio Soleri and Marisa 
Minelli in Strehler's Arlecchino (1977-78) 

Figure 7.3 - Michelle Butterly and Jason 
Watkins in the RSC's Servant (1999) 



between Hall and Strehler, however, lies in their approach to the original text. 

Strehler, a director, opened a creative dialogue between the world of the text and 

the here-and-now of the mise en scene while Lee Hall, a playwright and adaptor 

(but not a translator), focussed on preparing a script that could function as a 

comedic vehicle for contemporary actors and was not concerned with engaging 

with the diversity of the source culture. 

The most extreme of these references to Italianness comes in Act II, when 

Silvio meets Florindo outside Brighella's Inn. In Goldoni's text, Silvio asks his 

name, and Florindo - who is travelling incognito after having accidentally killed 

his lover's brother - gives a false name, `Orazio Ardenti'. Hall, who keeps very 

closely to the original plot in this instance, gets Florindo to take the name of the 

Italian pasta dish, `Fusilli Arrabbiata'. In the acting script of the RSC's 

production, Lee Hall responds to (or pre-empts) a query from director Tim Supple 

by adding an explanation to his decision: 

FLORINDO: o, er Fusilli Arrabbiata * 

[* Tim - I've changed this to make the joke more obvious. In the Italian 
he is saying something like -I am `Mr Hotflush' - and Silvio is too 
earnest to realise. My original `Mr Inorridito' meant `Mr Liar' but was i) 
too obscure ii) less funny iii) and `Arrabbiata' gets the idea of `hotness' - 
flushed and headedness across] 

(RSC 26) 

We can see here how the translation and negotiation of meaning continues during 

the process of mise en scene. Hall justifies his choice on the grounds that the joke 

in the original was not obvious enough and that he feels that it needs to be made 

explicit, but he does so from a purely target perspective. His comments on the 

original Italian are inaccurate: Orazio Ardenti is a legitimate Italian name which 

does suggest the idea of passion (as in `ardent' lover) but does not actually mean 
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`Mr. Hotflush', while `Inorridito' means `horrified' and not `liar'. His final 

choice, `Fusilli Arrabbiata', fits in with 

his strategy of using the source culture 

as a frame and it brings out the farcical 

element of the play for a modern 

audience, but Hall's reasoning behind 

the choice is achieved without a real 

engagement with the source culture 

The use of the source culture as 

frame is not limited to Italian references. 

Venice itself becomes a means for 

comic effect, mainly through the use of 

a whole set of stereotypes about the city 

and its inahbitants. The characters refer 

to the typically unfriendly locals as 

`charming fellows these Venetians' (28), 

they call each other `superannuated 

gondolier' (45) and hurry one another to 

`get a move on or the place will have 

sunk' (65). The set of the RSC's 

production extends the Venetian frame 

by using features of Venetian 

architecture which would be familiar to 

any tourist: the ever-present signs with 
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Figure 7.4 - Colour photo of the set 
(Street). The Other Place, Stratford. 

Figure 7.6 - Colour photo of the set 
(Brighella's Inn). The Other Place, 

Stratford. 

Figure 7.5 Colour photo of the set 
(Inside of Brighella's Inn). The Other 

Place, Stratford. 



arrows indicating the direction to `San Marco' or `Rialto' (Figure 7.4) and the 

worn, dark-green, wooden doors with a surmounting grate (Figure 7.5). 

If set design was influenced by the decisions made by the adaptor, the set 

designer and the playing space in their turn also had an influence on the script. 

The painting of Venice used as a backdrop for the scenes inside Brighella's Inn 

(Figure 7.6) becomes the inspiration for a joke in Act II, scene x. The joke also 

introduces a speech by Truffaldino which is full of references to Italian tourist 

attractions. A line was added in pencil to the acting script as follows (the pencil 

script is in italics): 

"That's a fake " (referring to painting on set) 

TRUFFALDINO: Just my luck. Two gaffers and neither one of the 
beggars comes back for their scran, and I've been stood here like an 
escapee from the caracombs for two bloody hours. The next thing you 
know they'll both show up and I'll be up the Po without a paddle with 
terminal malnutrition. (RSC 51) 

The selection of Il servitore inevitably involves the evocation of a set of 

expectations in the theatregoer related to Venice's exotic and sophisticated 

atmosphere. These expectations here are turned on their head by becoming a 

target of the farce. The RSC's foregrounding of the frame of the play both in the 

script and in the stage design subverts the audience's expectations of a classic 

commedia dell'arte play but it also surprises the spectators by replacing the 

conventional high culture connotations of Venetianness (related to its history, 

culture and art) with the view of the ordinary tourist who gets ripped off by the 

gondolier, cannot find his way to St. Mark's Square and ends up taking home fake 

souvenirs. And this effect is achieved by the synergy of the creative powers at 

work in the rehearsal room, where audience expectations, script, actors, set and 

directorial view all contribute to the rewriting of the play for performance. 
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The set and the playing space play a very important role in the negotiation 

of meaning. The Other Place, where the play was first staged, is a very peculiar 

theatre. Unusually for a venue mostly used for classical plays, the stage is central 

and is surrounded on both sides by the audience. Its intended purpose, according 

to Steven Adler, was that of a flexible theatre in which to experiment with space 

and design (Adler 168). The main effect it has had on the mise en scene of A 

Servant of Two Masters has been that of enhancing the foregrounding of the frame 

by facilitating the movement in and out of character by the actors. The lack of the 

third dimension of the backdrop made the action on the stage stand out, and the 

playing with the frame of the play more natural. 

The nature of the stage also contributes to the rewriting of the script, as in 

the case below, where the references to the space of the action no longer suited the 

new venue: 

outside 
TRUFFALDINO: `And so he is'? He's emirs, Sir, as fit as a 
drayman's horse. Still waiting to pay his respects, thank you very much. 
PANTALONE: Mr Federigo? 

TRUFFALDINO: Mr Federigo? 

PANTALONE: Rasponi? 

TRUFFALDINO: Rasponi? 

PANTALONE: Of Turin? 

TRUFFALDINO: Of Bangalore? Of course of Turin. 
PANTALONE: This is absolutely preposterous. Get out of here at once! 
TRUFFALDINO: Hang on a minute, you pox-ridden little twit. (I said 
twit! ). Go and have a butcher's. He's down the stairs. 

waiting on the street 
(RSC 9) 

On a two-dimensional stage, where there is no clear entrance and exit door and no 

backstage, the idea of something happening downstairs is not very believable. 
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Along with the adaptor's explanations of difficult choices and the 

requirements of the venue, in the acting copies we can see examples of directorial 

and/or actorial changes. On several occasions, the heavily idiomatic language 

used by Hall with all the characters is toned down in the acting script. 

Presumably, Tim Supple and the company thought that too many gags and 

colloquialisms did not function well in performance and decided to substitute 

them with something more neutral, as in the case below: 

FLORINDO: OK, I'll give you a go, but listen. 
.. 

e !; BF the high ftH*p. Understood? (RSC 17) 

Am' trouble und. votu are hack on the street 

During the rehearsal process, actor and director realized that this line was not 

appropriate for their interpretation of Florindo. Ilall's original version sounds 

more like the type of language Truffaldino would use and since this occurs during 

a dialogue between Truffaldino and Florindo, it was necessary to mark out 

linguistically the class dill rence 

between the two characters. 

Moreover, the colloquialism in this 

case would have focussed the 

audience's attention on the farcical 

moment and toned down the 

relationship between master and servant, 

which is one of the themes that both Ilall and Supple were keen to explore in 

performance (I lall xix). One of the ways in which they explore this relationship is 

through casting a black actor (Aryon E3akare) in the part of the master (Florindo) 

and placing him opposite a white actor (Jason Watkins) as his servant. The 
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Figure 7.7 Aryun Bakare and . Jason 
Watkins the RS( "s Servant (1999) 



meaning carried over by the ethnicity encoded in the bodies of the actors in the 

servant and master roles is prioritised in this case and the verbal comedy toned 

down. 

7.5 Theatre translation: from `concretization' to work-in- 

progress 

The examples of decision-making in the rehearsal room discussed in the previous 

section illustrate very well the fluid nature of the process of construction of 

meaning in translation for performance. The script that the theatre translator or 

adaptor produces constitutes only one of the starting points of the theatrical event 

and the construction of meaning does not occur separately but in the synergy of 

the creative powers at work in the rehearsal room. This synergy is based on a 

process of collaboration whereby director, playwright, actors and set designer 

work together, influencing each other, taking inspiration from each other's work 

and thus engaging in a continuous re-definition of what will ultimately be the 

performance text. 

The idea of work-in-progress that emerges from the analysis of 

collaborative practices is a very important one which I think should be 

incorporated in Pavis's model of theatre translation (see Chapter One, Figure 1.1). 

Looking at theatre translation as a process of successive concretization is useful, if 

like Pavis one is primarily interested in identifying the various phases of the 

process of construction of meaning for performance. However, from the 

perspective of translation studies, the primary interest lies in the negotiation of 
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meanings between the source and target culture. This negotiation does not occur 

in discrete phases, as Pavis's model seems to suggest, but it is a continuous 

movement between the two polarities of source and target culture. 

In the transfer from source conception to target reception of a theatre piece, 

the linguistic, theatrical and cultural codes of the source culture undergo a process 

of constant interpretation, negotiation and re-creation whereby the theatre makers 

traverse the space between source and target and adopt strategies to bring about 

cross-cultural communication. The job of the researcher in translation for 

performance is that of collecting all the records of the process of negotiation and 

then try to piece them together with the aim of gaining a better understanding of 

how different cultures meet in the theatre and how they exchange stories, ideas 

and performance practices. 

In this view, the process of translation does not end with the production of a 

translation since, as we have seen in this chapter, cross-cultural communication in 

the theatre transcends the written text and involves many different sign systems. 

In the case of the RSC's production analysed here, however, the dialogue between 

source and target was interrupted by the lack of access to the source culture during 

the process of rehearsal and staging. 

Unlike Bassnett, I will not go so far as condemning performability per se, 

because with David Johnston I see theatre translation and the translated text as 

work-in-progress that undergoes a process of continuous negotiation from source 

text to target performance and I believe that the translator's role is one of `re- 

negotiating the text for the actor' (Johnston "Securing the Performability of the 

Play in Translation" 32). But I believe that this process can only function if it is 
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accompanied by the negotiation of linguistic and cultural codes from one language 

and theatrical tradition to the other. I also believe that the marginalization of the 

bilingual translator in favour of the well-known playwright is a dangerous 

practice, because it eliminates from the equation the cross-cultural exchange 

which is at the basis of any act of translation and which in texts which are very 

reliant on performance goes well beyond the words on a page. The exclusion of a 

bilingual agent in the negotiation of the exchange of theatre texts and practices is 

damaging for theatre production at large as it encourages a type of ethnocentric 

cultural appropriation not that dissimilar from the covert translation of the 

eighteenth century. By silencing the `otherness' of the foreign voice this policy 

ultimately denies the most desired effect of all translation: a process of constant 

dialogue and redefinition of the contemporary target culture. 
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Conclusion 

The study of the translation of dramatic texts that rely on codified performance is 

undoubtedly complex. It requires an approach that encompasses different 

disciplines - translation studies, theatre semiotics, as well as performance and 

reception theory - and that strives to explore the process of translation beyond 

monolithic concepts of source and target culture and of written text and author. By 

considering the relationship between written texts and performance practices in 

the process of translation and exportation of dramatic texts, it is possible to 

explore notions of authorship and original text and unveil patterns of collaboration 

in meaning creation and transfer. 

The exploration of Il servitore di due padroni has revealed a form of 

theatre creation that relies only marginally on the written word. The actors of the 

commedia troupe were not only responsible for their performance but they were 

the actual authors of the work they performed, which was only later written down. 

Goldoni's own dramatic writing was profoundly intertwined with performance 

elements of characterisation, plot development and verbal expression and, as was 

explored in Chapter Three, Il servitore is as much a vessel of Antonio Sacchi's 

performance authority as of Goldoni's textual one. It was also suggested that the 

relationship of a dramatic text with performance can be further complicated by 

authoritative productions, such as Arlecchino by Giorgio Strehler and the Piccolo 

Teatro di Milano, which became part of the refractions that have influenced the 
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translation and reception of the play. The findings of this study thus expose the 

inadequacy of unproblematic notions of author and original which fail to take into 

account the complex interactions of the different agencies at work in the creation 

of commedia-based texts. 

Beside notions of author and original, the relationship between text and 

performance can also be seen to affect the translation and reception of commedia- 

based texts in a foreign language and culture. The hybridity and incomplete nature 

of Il servitore has contributed to making it subject to manipulation, acculturation 

and neutralization throughout history. 

In the panorama of the cultural appropriation of foreign texts by the 

London stage in the late-eighteenth century, practices of covert translation were 

revealed whereby the act of translation was concealed and the translator was 

presented as the sole author of the text. Of course these manipulation practices 

were not confined to foreign texts. Plays by English writers were also freely 

adapted to suit the conventions of the time. Interestingly, this censorship of the act 

of translation occurred in conjunction with eighteenth century dominance of the 

figure of the actor. The authorial status enjoyed by actors in this period is 

epitomised by David Garrick (who translated and wrote for the stage but was 

primarily and most famously an actor) and is visible in the suggestions for 

delivery that are interspersed in late-eighteenth century scripts. 

The importance of acting practices in this period helped to unveil a 

situation of schism between literature and performed drama which has not been 

extensively explored from the perspective of translation. Despite the focus of 

polysystem theory and the cultural turn on the wider system of exchange of texts 
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between cultures and the introduction of notions of rewriting and translation 

creativity, the radical rewritings of the dramatic texts imported onto the London 

stage in this period is considerably understudied as an object that falls beyond the 

realm of competence of translation analysis. In Chapter Four, this thesis makes a 

case for the inclusion of these types of texts in the study of translation practices 

and suggests that the notion of translation utilized by some translation historians 

might fall short in accounting for the complexity of practices used in translating 

for the stage. These types of texts - those that lie in the no-man's land between 

translation and borrowing - may help us understand the practice of translation of 

drama and bring together translation and theatre. 

Alongside covert translation, the commedia-based text of II servitore has 

been the subject of extensive neutralization. Edward J. Dent's translation is, from 

a normative perspective, a very effective translation which achieved an ideal 

balance of acceptability and accuracy. Analyzed from the perspective of the 

relationship between text and performance, however, Dent's translation tends to 

ignore the performance dimension of the play. By taking a philological approach, 

Dent transposed Goldoni's language and incomplete script into a self-sufficient 

play thus silencing the dialogic relationship of Il servitore with the improvisatory 

nature of commedia performance. Dent's literary approach demonstrates that the 

descriptive approach to translation studies alone is not sufficient for the study of 

the translation of texts that are reliant on codified performance. An analysis of the 

translation of Goldoni's servitore that did not take into account its reliance on 

performance would be a purely descriptive exercise and would produce a flawed 

and unhelpful account of its reception. The socio-historical and diachronic 
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perspective of descriptive translation studies needs to be combined with 

awareness of the complex semiotic make-up of dramatic texts. 

This focus on the performance aspects of commedia-based texts also 

influenced my approach to the study of the reception of Il servitore. Despite the 

existence of an authoritative written text, this has historically not been the only 

element that translators of the play have taken as source material. From its 

conception to the present day, the play has acquired layer upon layer of 

translations, interpretations and productions. Strehler's versions have provided an 

authoritative interpretation of the play and have been instrumental both in 

crowning the play as the quintessential commedia dell'arte and in promoting and 

influencing translations and productions. Victor Carin's version for the Royal 

Lyceum theatre bears traces of such influence, in the selection and presentation of 

the play as well as in the mise en scene. Since different theatrical cultures produce 

different forms and these travel as themes, productions and techniques well 

beyond the text itself, I advocate that all these elements should be taken into 

account as they influence the reception of dramatic texts and in turn their 

translation. From this perspective, this thesis suggests that the study of drama 

translation should not limit itself to analysis of an exchange of texts but needs to 

be extended to the study of the import and export of theatrical practices. 

Carin's Scots version of II servitore also enabled an exploration of the 

question of the use of dialect in theatre translation. By analyzing the function of 

dialect in Goldoni and Carin, a political agenda behind the apparent substitution of 

one dialect with an equivalent one in the target language can be discussed. While 

dialect in Goldoni was a means of carnevalesque subversion, which encouraged 
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the audience to side with the underprivileged (servants) and against hierarchies 

and the status quo (innamorati), Carin's version uses dialect as a means of 

community building, to create a sympathetic bond between the theatre makers and 

their audience. This bond has the function of reinforcing social identity and 

legitimizing Scots as a fully-fledged alternative to English as a proper language 

for artistic representation. 

Another useful consequence of considering the relationship between 

written text and performance is that it shows the analysis of the translation of 

dramatic texts to be a dynamic process. By looking at the collaboration of Lee 

Hall, Tim Supple and the Royal Shakespeare Company, the constant negotiation 

of meanings at work in theatre translation can be observed. With Patrice Pavis, I 

see theatre translation as a process that involves the encounter of two entities - the 

situations of enunciations - which are in symbiotic relationship with the dramatic 

text. Theatre translation occurs at the intersection of these situations of 

enunciation, where heterogeneous theatrical cultures are confronted and 

communicated. Pavis' model of translation also divides this process into discrete 

concretizations (textual, dramaturgical, stage and reception). 

The thesis argues that these different concretizations are not self- 

contained, as Pavis suggests, but that they influence each other and are involved in 

a constant process of negotiation. This negotiation does not occur in discrete 

phases but is a continuous movement between the two polarities of source and 

target. When looking at translation for performance, textual and dramaturgical 

concretizations sometimes occur in the same text, as is the case of Carin's version, 

or sometimes occur separately, as in the case of Hall and Pandolfi. Moreover, the 
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decision-making process of the translator is subject to several other powers and 

pressures and, as can be seen in the mise en scene of the RSC version, the 

construction of meaning does not occur separately but in the synergy of the 

creative powers at work in the rehearsal room. 

Future research might seek to follow the complete journey of a dramatic 

text as a cultural product - from source conception to target reception. This 

analysis of Il servitore suggests that in reading cultural products of both source 

and target culture, we need to understand their logic of construction as well as the 

specific aesthetic codes involved in their formation. This gives rise to the 

challenging task of seeking to reconstruct the choices and decisions made by 

translation agents throughout the process of staging. The multisemiotic character 

of theatrical performance and its ephemeral nature make this a complex 

enterprise, but it is important that there should be full investigation of resources 

and records of performance in both source and target culture. 

Although much still needs to be done to open up a genuine interdisciplin- 

ary dialogue between translation and performance studies, the combination of the 

study of translation with an increased awareness of the relationship between text 

and performance may provide a very promising future for theatre translation in 

theory and in practice. Looking at translation with performance can provide a way 

of exploring cross-cultural practices beyond the written and invite the study of 

translation `against' the fixity and finiteness of the written word. 
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Appendix One: Translations of 11 Servitore in English 

The list below is intended as an illustration of the most representative translations 

and productions of I/. servilore in English and does not claim to be exhaustive. 

" Titles in bold are first editions/productions 

" "Titles in red are travelling productions in the original Italian 

Year Title Translator Publisher Performances Notes 

1776 The Hotel: or, Thomas T. Becket Drury Lane, First translation, 
the Double Valet Vaughan London (1776) based on a French 

translation. 

1777 The Hotel: or, Thomas D. Price, W. 

the Double Valet Vaughan Watson et al 

Reprint of first 

edition. 

1778 The Hotel: or, Thomas 1'. Becket Reissue of first 

the Double Valet Vaughan edition with reset 
preface and en- 
graved title page. 

1783 The Hole!: or, Robert Dublin: Smock Alley, I irrt edition, 
the. Servanl with Jephson printed and Dublin (I883) unauthorized. 
Two Masters sold by all 

booksellers 

1784 The Hotel: or. Robert W. Wilson Smock Alley, Second edition, 
the Servant with Jephson Dublin Kilkenny with preface and 
Two Masters Private Theatre, advertisement, 

Kilkenny (1784) authorized by 
Jcphson. 

1791 Two Strings to Robert C. and G. Covent Garden, 
Your Bow Jephson Kearsley London (1791) 

1810 The Hotel: or, Robert D. The New York 
the Servant with Jephson Longworth Theatre, I JSA 
Two Masters (1810) 

Same text as 1784 
edition. 
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Year Title Translator Publisher Performances Notes 

1928 The Servant of Edward J. Cambridge Cambridge ADC 
Two Masters Dent University (1928; 1935); The 

Press Boys' Home, 
Clapham (1929); 
The Pivot Club - 
Central School of 
Speech and Drama 
(1936); BBC Radio 
`The Third Pro- 
gramme' (1947); 
Young Vic (1949) 

1952 The Servant of Edward J. Cambridge 
Two Masters Dent University 

Press 

1956 `Arlecchino: Giorgio Piccolo Edinburgh Festival 

-57 servitore di due Strehler Teatro di (Royal Lyceum 

padroni' (director) Milano Theatre) 
(Production) (company) 

1958 The Servant of Edward J. Doubleday 
Two Masters Dent Anchor 

1959 `Arlecchino: Giorgio Piccolo Touring the USA 

-60 servitore di due Strehler Teatro di and Canada 
padroni' (director) Milano 
(Production) (company) 

1961 The Servant of Frederic H. Heinemann 
Two Masters Davies Educational 

1965 The Servant o' Victor Unpublished Royal Lyceum 
Twa Maisters Carin playscript Theatre, Edinburgh 

(1965); revived at 
the Royal Lyceum 
in 1966/1977/1983 

1967 `Arlecchino: Giorgio Piccolo Royal Shakespeare 

servitore di due Strehler Teatro di Theatre, Stratford- 
padroni' (director) Milano upon-Avon; 
(Production) (company) Aldwych Theatre, 

London 

Second edition 

Reprinted in 
Bentley (ed. ) The 
Classic Theatre: 
Six Italian Plays. 
NY: Doubleday 
Anchor. 
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Year Title Translator Publisher Performances Notes 

1969 The Servant of David Tur- Elek Queens Theatre, Published in 
Two Masters ner, Paul London (1968-69) Plays of the Year: 

Lapworth 1968-1969. 
(adaptors) 

1969 The Servant of Edward J. Cambridge 
Two Masters Dent University 

Press 

1970 The Servant of Edward J. Samuel 
Two Masters Dent French, 

New York 

1973 The Servant of David Tur- Evans Bros 
Two Masters: A ner, Paul 
Comedy Lapworth 

1980 Servant of Two Tom Cone Samuel 
Masters French, 

New York 

1980 Carlo Goldoni: Kenneth Abbey 
The Servant of Richards, Theatre 
Two Masters Laura 

Richards 

Stratford Festival 
(Canada) (1980); 
Kenyon Festival 
Theatre (1980) 

Abbey Theatre, 
Dublin (1980) 

A reprint of the 
second edition. 

1984 `Arlecchino: Giorgio Piccolo Los Angeles - 
servitore di due Strehler Teatro di Olympic Arts 
padroni' (director) Milano Festival 
(Production) (company) 

1981 The Servant of Edward J. Samuel 
Two Masters Dent French, 

London 

1986 Servant of Two 
Masters 

Tom Cone Samuel 
French, 
New York 

In E. Bentley (ed. ) 
Servant (? f Two 
Masters and 
Other Italian 
Classics. NY: 
Samuel French. 

1987 The Servant of Ted Craig Unpublished Warehouse Theatre, 
Two Masters script Croydon (1987) 
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Year' Title ;;: Translator Publisher Performances Notes 

1997 The Servant of Martin 
Two Masters Duncan 

1999 The Servant of Emilio 
Two Masters Paolo 

Landi & 
Jeffrey 
Hatcher 

1999 A Servant to 
Two Masters 

Unpublished Nottingham 
script Playhouse (1997) 

Dramatists' Milwaukee Rep. 
Play Theatre (1999) 
Service, NY 

Lee Hall Methuen 
(adaptor), Drama 
Gwenda 
Pandolfi 
(literal 
translator) 

Royal Shakespeare 
Company & Young 
Vic, Stratford 
(1999-2000). 
Directed by Tim 
Supple 

2000 The Servant of Constance Broadway Harford Stage 
Two Masters Congdon Play Pub- (1996) 

lishing Inc. 

Detailed infor- 
mation and short 
videos of the pro- 
duction are avail- 
able at http: //www. 
paololandi. it/theater 
/servant/index. html 

2003 A Servant to Two Lee Hall, Methuen In Lee Hall, Plays 
Masters Gwenda Drama 2. London: 

Pandolfi Methuen Drama. 

2003 The Servant of Dorothy Ivan R Dee The Green Room Plays for 
Two Masters Louise Inc. Theatre, Franklin & Performance 

Marshal College, Series 
Lancaster, Pennsyl- 
vania (1995) 

2005 The Servant o' Victor Association In Corbett, J. and 
Twa Maisters Carin for Scottish Bill Findlay (eds. ) 

Literary Serving 7wa 
Studies Maisters: Five 

Classic Plays in 
Scottish Transla- 
tion. Glasgow: 
ASLS. 

2006 The Servant of Anne and Unpublished The New Globe 
Two Masters Stuart Script Theatre, Theatre 

Vaughan Three, NY (2006) 
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Appendix 2: Contrastive plot: Section-by section comparison of 
the development of the story in Goldoni and Vaughan. 

NOTE to the table: Since act divisions in the two texts do not correspond and 
there are no scene divisions in Vaughan's version, in an attempt to segment both 

texts in comparable units, I have used entrances and exits as section demarcations. 
This is a method often used in the analysis of plot and time in drama (Taplin). 

Goldoni 

Section I Opening Section with Pantalone. 
Dottore, Clarice, Silvio and Brighella. 
Pantalone announces the engagement of 
Clarice and Silvio made possible by the 
sudden death of her previous fiancee 
Federigo Rasponi. 

Vaughan 

Section ! Opening on Flavia and'Iabby (her 

servant). Flavia asks Tabby if there are any 
letters for her. Tabby says that there are no 
letters from Mr. Montague but adds that she 
is aware of her secret correspondence with 
Sir John Seymour. 

Section 2 Truffaldino enters. He flirts with 
Smeraldina and misunderstands Pantalone's 

questions. He eventually replies correctly, 
introduces himself and announces the arrival 
of his master Signor Federigo Rasponi of 
Turin. Pantalone and the others affirm that 
this is impossible and that Federigo is dead. 
Truffaldino is taken aback and finally leaves 

to check on his master. 

Secvion 3 Truffaldino exits. Beatrice enters 
impersonating Federigo and produces 
evidence that she is her brother. Brighella 

recognises her as Federigo's sister but does 

not tell the other characters. Pantalone 

promises C'larice's hand to Federigo. Silvio 
threatens revenge. 

Section .1 Silvio, Beatrice and the Rottore exit. 
Pantalone and Beatrice discuss the dowry and 
Beatrice agrees to send her servant 
(i ruffaldino) to collect an advance on the 
dowry. 

Section 5 Pantalone exits. Beatrice explains her 
disguise to Brighella and asks him to keep 
her secret. 

Section 6 Beatrice and Brighella exit. Change 

of scene to outside the inn. 'Iruffaldino is 

waiting and complains about his master and 
his perennial hunger. 

Section 2 Sir Jacob (Flavia's father) enters 
announcing the death of Mr. Montague. 

Section 3 Sir Jacob exits and Flavia reveals in a 
monologue her affection for John Seymour. 

. 
Section 4 Sir Jacob interrogates 'T'abby as to the 

content of a suspicious letter she was about 
to deliver to her mistress Flavia. Tabby lies 
to her master and pretends that the letter is 
from the milliner. Flavia confirms this and 
shows Sir Jacob the pattern she has drawn 
for her dress, which seems to convince Sir 
Jacob that they're telling the truth. 

Section 5 Tabby and Flavia exit and Robin 

enters. Sir Jacob checks the contents of 
Robin's shopping to make sure he has not 
spent too much. I Ic sends Robin to his study 
to measure the eggs that he bought to make 
sure that they are the right site. 

Section 0 Robin and Sir Jacob exit and Flavia 

and I ahhy enter. I lavia gives I ahhy a letter 
for Sir John to let him know of Mr 
Montague's death and of her changed 
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Goldoni 

Section 7 Florindo arrives with a servant 
carrying his trunk. 

Section 8 Truffaldino offers his services to 
Florindo and finds himself a second master. 
Florindo sends Truffaldino to fetch his letters 
from the post office. 

Section 9 Beatrice, dressed as Federigo, arrives 
at the inn with Brigella and sends Truffaldino 

to the post office to fetch her letters. 

Section 10 Truffaldino monologue. Then 
Truffaldino meets Silvio, who asks him to go 
and fetch his master at the inn. 

Section 11 `fruffaldino brings his second 
master, Florindo, to Silvio. Silvio apologizes 
and tells Florindo that he was looking for 

another man, Federigo Rasponi. Florindo 

tells him that he knows that Federigo is dead 

and Silvio replies that he saw him alive 
earlier that day. 

Section 12 Florindo reveals in a monologue that 
he killed Federigo in Turin and that he is in 
love with his sister Beatrice. 

Section 13'T'ruffaldino gives Florindo his 
letters, among which he finds Beatrice's 
letter. Florindo questions 1 rutialdino about 
the letter. Truffaldino replies that he has 

picked up those letters on behalf of a friend, 
Pasqual. Florindo opens the letter, discovers 

that Beatrice is also in Venice and sends 
Truffaldino to fetch the servant Pasqual. 

Section /4 Lazo. Truffaldino attempts to reseal 
the letter with bread. 

Section 15 Truffaldino gives the letter to 
Beatrice, who sees that it has been opened 

Vaughan 

situation. 

Section 7'Tabby exits and Sir Jacob enters. 
Flavia reveals to him that the letter she 
received was from Sir John Seymour and 
that he is an admirer of hers and would like 

to marry her. Sir Jacob's only concern is to 
make sure that he expects no money in 
dowry. 

Section 8 Tabby enters with a reply from Sir 
John. Flavia reads the letter out. It says that 
Sir John is overwhelmed with joy and is 

ready to lay himself and his fortune at her 
feet. Sir Jacob is very pleased by the letter 

and agrees to see Sir John to discuss the 
matter further. 

Section 9 Tabby and Flavia exit. Sir Jacob 

checks his account and finds one of his 

tenants has short-changed him. lie calls 
Robin. 

Section /0 Robin enters with Wentworth and 
Sir John. Sir Jacob makes it clear that Flavia 
has no dowry and enumerates the talents that 
will make her a profitable wife to have. Sir 
John confirms his intention to marry her. 

Section I/ Ilavia cntcrti and she and Sir John 

move to the side. Sir Jacob asks and obtains 
from Wentworth confirmation of Sir John's 

wealth. Sir Jacob gives his consent and he 

and Sir John draw up a pre-nuptial contract. 

Section /2 "l'ahhy enters announcing the arrival 
of a 'strange fellow' ("I rimwrl I ). 

Section 13 Enter 'I rimwell, who announces the 
arrival of'his master: George Frederick 
Montague. Sir Jacob says that he is dead and 
i rimwell goes to fetch his master. 'I'rimwell 

exits. 

Section 14 Wentworth and Sir Jacob wonder 
whether 'I'rimwcll is a fool or is telling the 
truth. 

Section /5 'f rimwell enters with Clarissa 
Montague, impersonating her brother. She 
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Goldoni 

and asks him who did it. Truffaldino explains 
that he thought it was addressed to him. 
Beatrice tells Truffaldino to take her clothes 
out of the trunk and gives him the key. 

Section 16 Pantalone enters and gives 
Truffaldino a bag of money for his master 

Section /7 Truffaldino mistakenly gives the 

money to Florindo. 

Section 18 Pantalone tries to convince his 
daughter to marry Federigo. Clarice reiterates 
her love for Silvio and her dislike for 
Federigo. 

Section 19 Beatrice, as Federigo, arrives at 
Pantalone's house. Pantalone discovers that 
Federigo has not received the bag with the 
money. Pantalone asks Clarice to keep 
Federigo company. 

Section 20 Beatrice confesses to Clarice that 

she is in täct Federigo's sister and that she is 
in Venice looking fier her beloved Florindo. 
Clarice understands and promises to help her 

and keep her secret. 

Section 21 Pantalone is happy to see that 
Beatrice/Federigo and Clarice are getting 
along well and decides to organise the 
wedding fier the following, day. 

Section 22 Beatrice asks Clarice to keep her 

secret a little longer. 

END of ACT ONE 

Seebon 23 Change of scene. We are in the 
courtyard of Pantalone's house. Silvio and 
the doctor enter. Silvio is about to go to 
Pantalone to make him keep the promise he 

Vaughan 

shows Sir Jacob documentation that 
confirms her identity as George Montague. 
Clarissa/Montague also asks Trimwell to 
give a note to Sir Wentworth. She then sends 
Trimwell to the hotel to enquire about letters 

addressed to Mr Montague or his sister. 

Section 16 Clarissa/Montague exit with Flavia. 
Sir Jacob ascertains the identity of' Mr 
Montague and rescinds his contract with Sir 
John, who threatens Clarissa/Montague. 

Section 17 Flavia and Sir. John exit. 
Clarissa/Montague asks Sir Jacob to change 
a bill into cash. Sir Jacob reluctantly agrees. 

Section IN Sir. Jacob exits. Clarissa/Montague 

reveals her real identity to Sir Wentworth 
and explains to him that the news of'her 
brother's death by the hand of Mr Neville is 

untrue. lie is alive and has married another 
woman. She has come to England to find her 
beloved Mr Neville and has decided to 
disguise herself as her brother because this 
will give her more liberty to enquire about 
him. 

1: N1) of ACT ONE 

Section 19 "I rimwell is alone outside the hotel 

waiting for his master. 

. Section 0 Neville and a servant enter. Neville 

asks 'I rimwell to help the servant carry his 
trunk into the hotel. Neville asks Trimwell to 
he his servant and'I'rimwell accepts. Neville 

asks him to enquire at the hotel if there are 
any letters tier him. 

Section 21 Neville exits and ('larissa/Montague 

enters and asks Trimwell again to fetch any 
letters for Mr. Montague or his sister. 

Section 22 Clarissa/Montague exits and Sir 
John enters. Sir John asks i rimwelI to call 
his master. 

Section 23 I'rimwell and Sir John exit into the 
hotel. New scene. apartment inside the hotel. 

rimwcll introduces Sir 
. 
lohn to Neville. 
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Goldoni Vaughan 

made to him. Dottor Lombardi convinces 
Silvio to let him deal with Pantalone. 

Section 24 Silvio exits and Pantalone enters. 
Dottor Lombardi tells Pantalone that he 

understands his predicament but that it is 
better to follow the girl's will and give her to 
Silvio and not to Federigo. Pantalone replies 
that his contract with Federigo precedes the 
one with Silvio and is therefore the one he 

should respect and that Clarice has accepted 
Federigo as her suitor. Dott Lombardi is 

offended at Pantalone's affront to his family 

and promises revenge. 

Section 24 Trimwell exits. Sir John apologizes 
and tells Neville that he was looking for 

another man, Mr Montague. Neville tells Sir 
John that Mr Montague is dead but Sir John 

replies that he is alive and that he saw hint in 
London earlier that day. 

Section 25 Dottor Lombardi exits and Silvio 

enters. Silvio aks Pantalone if he is still 
intending to marry his daughter to Federigo. 
Pantalone confirms this and Silvio 

unsheathes his sword. 

Section 26 Beatrice enters to defend Pantalone 

and turns her sword towards Silvio. 
Pantalone exits to look for help while Silvio 

and Beatrice fight. Beatrice beats Silvio and 
holds her sword over him. 

Section 27 Clarice enters, sees the scene and 
shouts at them to stop fighting. Beatrice 

reminds her of the promise she made her. 

Section 28 Clarice goes to Silvio who scorns 
her and accuses her of having betrayed him. 
Clarice denies it but cannot explain her 

situation to him because she is bound by a 
secret. Silvio continues to accuse her of 
having tricked him and Clarice, mortally 
offended by his resentment, points a dagger 

at her own heart. 

Section 29 Smeraldina enters and removes the 
dagger from Clarice's hand. She attacks 
Silvio for letting her almost take her own 
lifel. Clarice accuses Silvio of utmost cruelty 
and promises him that she will die of sorrow. 

Section 25 Sir John exits and Trimwell enters. 
Neville decides to go hack to Paris to ask 
Clarissa to marry him. Frimwell gives 
Neville Clarissa's letters, claiming that a 
fellow servant asked him to pick up his 

master's letters but, being fi reign, cannot 
read who they are addressed to. Neville sees 
Clarissa's letter and half breaks the seal to 
open. I le then asks Triniwell to find his 
fellow servant and ask who his master is. 
Neville re-seals the letter with his own seal. 

Section 26 Neville exits and so does 'I rimwelI. 
Change of scene to another apartment in the 
hotel. l'rimwell goes to ('larissa/Montatue 

and gives her the letter. ('larissa/Montague 

sees the letter with Neville's seal and 
decides to go to Sir Jacob to collect her 

money. 

Section ?' ('larissa/Montague exits and Sir 
Jacob enters and gives I'rimwelI the hag 

with the money to give to his master. Sir 

Jacob asks tier a receipt but 'I rimwcll cannot 

write so Sir Jacob writes it and "I rimwell 
signs it. 

. Seciion? h''I'rimwcll and Sir. lacob exit. Change 

of scene to Neville's apartment. Enter 
Neville followed by TrimwelI. 'I rimwelI 
gives Neville Sir Jacob's money and Neville 

sends him to look for his fellow servant 
Richard. 

Section 29 Neville (monologue) decides to go 
to Sir Jacob's house in an attempt to learn 

more about the whereabouts Of 
('larissa/Montague. 
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Goldoni Vaughan 

Section 30 Clarice exits. Smeraldina reproaches 
Silvio again for not intervening and Silvio 

retorts that it was all play-acting and that 
Clarice would have never gone through with 
it. Smeraldina, offended, launches into a 
tirade against men. 

Section 31 Smeraldina exits. Silvio 
(monologue) confirms that he is convinced 
Clarice is lying to protect her beloved 
Federigo (Beatrice) and he swears to take his 

revenge on him. 

Section 32 Change of scene to the Inn. 
Truffaldino is waiting for his masters and 
Florindo enters. He asks I ruffaldino if he has 
found his friend Pasquale. Truffaldino says 
that he will do it after dinner. Florindo tells 
Truffaldino that he is not in the mood for 

eating but if Truffaldino wants he can have 
his dinner. Florindo also gives Truffaldino 

the bag of money that Pantalone had given 
him to put away. 

Section 33 Florindo exits and Beatrice enters. 
Beatrice asks Truffaldino about the money 
from Pantalone. After realising that it belongs 

to this particular master, he gives it to her. 
Beatrice tells Truffaldino to organise with the 

master of the inn a dinner for two for her and 
Pantalone. She also asks "I'ruft'aldin o to put 
away safely a bill of exchange. 

Section 34 Beatrice exits. Truffaldino decides to 
put away the bill of exchange later and calls 
Brighella, the master of the inn. I rutialdino 
asks Brighella to organize a dinner for two 

people for a total of two courses of four 
dishes each. As Brighella enumerates the 
dishes, Truffaldino mishears or 
misunderstands every other dish so that 
Brighella has to explain the content of each 
of them. After this, Truffaldino attempts to 

explain to Brighella the order and the 
dispostion that each plate should he served in 
(lazzo) and to do so he tears to pieces the bill 

of exchange of his master. 

Section 30 Neville exits. Change of scene to Sir 
Jacob's house. Enter Sir Jacob, Flavia and 
Robin. Robin says that there is a man at the 
door. Sir Jacob does not want to see him but 
Flavia convinces him to let him in. 

Section 31 Clarissa/Montague enters and asks 
Sir Jacob for the money she has 

commissioned him. Sir Jacob protests that he 
has paid her. 

Section 32 Enter Trimwell. He enquires after 
his master. Sir Jacob runs up to lrimwell 

and tells Clarissa/Montague that lie has 
given the money to him. Trimwell says that 
he has given it to his masters. But not to 
Clarissa/Montaeeue. 

Section 33 Enter Tabby and Neville. ' rinmeII 
indicates Neville as the master he has ei%cn 
the money to. Sir Jacob demands his niuncy 
frone Neville. ('larissa/Montaguc secs 
Neville and recognises him. Neville 

recognises Clarissa and her secret idrntitý i' 
rc calcd. 

Frimwcll , iq), loi ,ý; i 
prologue directl. 

`rrIinu 34 Enter \\ rnmý o rth und Sir 
. 
101111. Sir 

John discovers that Mr Montague is alive 
and married and plans to obtain his mom: 
hack. Sir Jacob accusesI'rimwcll of hay f ür 
been after his money all along. I rimwelI 
asks Neville to tell Sir Jacob that he has 

given the money to hint and they discos er 
that I rimwelI has been serving both ('Iai i 

and Neville. I hc} forgive him his mistak 
because they are what brought them 
together Cie John anal I Iav is are n"iinit, 
and all 
weddl u 

And now i boasi_ !, 1 11 
I have but one, v, J LLiIt! �l,, 
Long have I ferv'd. and. when nip 
o'er. 
Give nie a character. I ask no nit, 
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Goldoni Vaughan 

END OF PLAY 

FROM THIS POINT ON, WE INCLUDE ONLY PLOT SUMMARY OF COLDONI 

Sec/iun 35 Beatrice and PantaIone enter and she discos crs that 'l ruffaIdino has destro cd her bill 

of exchange. Beatrice reproaches TrutTaldino and Pantalone kindly writes her a new one. 
Brighella and Truffaldino disagree again on the order of the dishes and Beatrice sends 
Truffaldino away. 

. Section 36 Truffaldino leaves. Pantalone tells Brighella to limit the dishes to a couple each. 
Beatrice asks Brighella to tell Truffaldino to come and wait on them. 

Section 37 Brighella exits. Pantalone and Beatrice are at the table. Pantalone thanks Beatrice for 
saving him from Silvio earlier. The waiters enter and they get the table ready. Pantalone tells 
Beatrice of a beautiful inn he used to go to with his friends in the good old days. 

Section 38 Truffaldino enters with two plates. Beatrice tells him to take them to her room and put 
them on the table. 

Section 39 Beatrice and Pantalone exit. Truffaldino (to the audience) complains that his master 
does not appreciate good cooking and makes do with soup and broth. Pretending to check to see 
if the soup is any good, he scoffs down a few mouthfuls. 

Section 40 Truffaldino exits. A waiter enters with a plate of boiled meat and gives it to 'l'ruffaldino 
who, unsure as to what type of meat it is, has a taste. i'ruffaldino goes towards the exit 
(Beatrice's room). 

Section 4/ Florindo enters and asks Truflaldino what he is doing. Trutialdino replies that he is 
laying dinner for his master Florindo. Florindo asks how he knew that his master was coming. 
Truffaldino replies that he saw him from the window. Florindo goes on to ask why he is serving 
meat before the soup and Truffaldino replies that its a Venetian custom. Florindo confirms that 
he prefers to have the soup first. 

Secvion -/2 Florindo exits. 't ruffaldino takes the meat into Beatrice's room. 

Section 43 Truffaldino exits and a waiter enters. The waiter calls for'I ruffaldino, lie comes out 
again. Trutlaldino tells the waiter to lay the table in Florindo's room and take the soup in. I lc 
picks up another dish for Beatrice's dinner. 

Section -/4 The waiter exits. Truffaldino tastes the dish and approves. 1 ruffaldino says (to the 
audience) that he will try to manage serving two masters at once. 

Section 45 Waiters enter. "fruffaldino asks the waiters it'he can wait on both tables at once. 
Truffaldino snatches the soup from one of the waiters and takes it towards Florindo's room. 

Section 46 I ruftäldino exits and enters again. Beatrice frone offstage calls "I rufialdino. Ile replies 
and runs towards Beatrice's room. 

Section 47'Fruffaldino enters with dirty plates and gives them to the waiters. Florindo calls him 
from offstage. 'I ruffaldino snatches the meat fier Florindo From the waiter's hands. 

Section 48 Truffaldino exits and enters again and the waiter gives in and lets hint have the plates 
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for his masters. But Truffaldino has forgotten who has ordered the meatballs. He ponders what 
to do and then decides to divide them in two equal amounts one for each master. Since they are 
an odd number, he eats the remaining one. 

Section 49 Truffaldino exits and enters again. The waiter calls him and gives him the pudding. 
Truffaldino takes the plate with the pudding and the remaining plate with the meatballs. 

Section 50 Truffaldino exits (he takes the meatballs to Florindo) and enters again. He asks the 
waiter who the pudding is for. The waiter says it's for his master and Truffaldino has no idea of 
who it's for, so he tries a spoonful. He says that it looks like polenta but it tastes much nicer. 
Beatrice calls him while he's eating and he answers with his mouth full. 

Section 51 Beatrice enters. She sees Truffaldino eating her pudding and kicks him in the backside. 
Truffaldino puts the pudding down and exits with Beatrice. 

Section 52 Florindo enters and calls for Truffaldino who enters. Florindo asks him to speed up the 
dinner and bring him more food. 

Section 53 Florindo exits and Truffaldino calls the other waiters who give him the roast which he 
takes to Florindo while he reminds the waiters to bring him some fruit. 

Section 54 Truffaldino and the waiter exit. The waiter enters with the fruit and calls Truffaldino. 
Truffaldino enters, picks up the fruit and takes it to Beatrice. 

Section 55 Truffaldino exits and enters again. He tells the waiters that his masters' dinners are over 
and tells them to lay the table for him now. He sits down with his pudding and congratulates 
himself on having managed to serve two masters without being found out. 

Section 56 Smeraldina arrives at the inn with a message from her mistress to be delivered to 
Federigo/Beatrice. She calls out for a servant and wants him to summon Federigo because she 
thinks it is unbecoming for a young woman to enter an inn unaccompanied. The servant refuses 
so she asks him to fetch his `nice dark-haired servant'. 

Section 57 Exits the servant and enters Truffaldino with a wine flask in his hand. Smeraldina 
gives Truffaldino the letter form her mistress for his master. Truffaldino replies that he also has 
a message for Smeraldina from a certain Truffaldino Battocchio. Smeraldina pretends not to 
recognise Truffaldino's name. Truffaldino tells her that this Signor Battocchio is in love with 
her and goes off to call him. 

Section 58 Truffaldino exits, re-enters, goes past Smeraldina and exits again with a sigh. 

Section 59 Truffaldino enters again and asks Smeraldina if she liked the gentleman she saw, she 
replies that she has seen nobody but him. Truffaldino explains that the gentleman in love with 
her is himself and that he didn't have the courage to tell he directly, she replies that she is also 
shy but that she likes him. Truffaldino asks her how one should go about asking permission to 
marry her and Smeraldina replies that he would have to ask her master or her mistress. At this 
she remembers about the letter from her mistress that she is supposed to deliver and gives it to 
Truffaldino. They are both curious to know what the letter is about and they open it. Neither of 
them volunteers to read it because neither of them can read. They attempt to read the first word 
and cannot agree as to weather it is Mio (a male form addressed) or Mia (its female equivalent) 

Section 60 Pantalone and Beatrice enter. Pantalone asks Smeraldina what she is doing there and 
Beatrice demands to see the letter that Truffaldino is holding in his hand. Beatrice asks 
Truffaldino who opened her letter and he tells her that it was Smeraldina. 

Section 61 Smeraldina exits and Pantalone follows her. Beatrice reads Clarice's message and 
decides to clarify the situation and disclose her indentity. Truffaldino is about to leave when 
Breatrice stops him. Beatrice realises that it was Truffaldino who opened the letter and she beats 
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him with a stick. Florindo from the window of the Inn sees the scene. 

Section 62 Beatrice exits and Florindo enters and demands an explanation as to why that man was 
beating Truffaldino, his own servant. Truffaldino explains that he was beating him because he 
had spat on his shoe. Florindo is angry at Truffaldino for letting someone else beat him and 
making him lose face. He picks up the stick and starts beating Truffaldino himself. 

Section 63 Florindo exits and Truffaldino concludes that now he is really the servant of two 
masters because he has been ̀ given his dues' by both his masters. 

END OF ACT TWO 

Section 64 Truffaldino at the inn. He calls the waiter and asks him to help him get his master's 
trunks out of the rooms so that he can air their clothes. Truffaldino takes out all the contents of 
the two trunks, making the audience aware that they contain the same items. He looks for traces 
of food but finds a portrait of a man he seems to recognise. Florindo calls Truffaldino, who 
frantically tries to put the contents back in the trunks at random. 

Section 65 Florindo enters and asks Truffaldino what he is doing with somebody else's trunk. 
Truffaldino pretends not to know. Floridno asks for his black suit. Truffaldino gives him the 
suits and Florindo finds the painting and recognises that it is Beatrice's. Florindo asks 
Truffaldino who the painting belongs to and Truffaldino tells him that it belonged to a master of 
his who died a week before and left him the portrait. Florindo is distraught at the thought of 
Beatrice's death. 

Section 66 Florindo exits. Beatrice and Pantalone enter. Beatrice wants to check some records of a 
shipment received from Pantalone. She asks Truffaldino to get her a log book from her trunk. 
Truffaldino gives her Florindo's diary. Beatrice recognises it and asks Truffaldino to tell her 
who it belongs to. He tells her that he received it from a previous master who died a few weeks 
before. Beatrice, on hearing that Florindo is dead, launches into a monologue of despair. 

Section 67 Beatrice leaves. Pantalone and Truffaldino realise that Federigo is a woman. 

Section 68 Truffaldino exits and Dottor Lombardi enters. Dottor Lombardi is angry with Pantalone 
for the way in which his family name has been dishonoured. Pantalone tells him that things have 
changed and he will be happy to give his daughter to Silvio. Dottor Lombardi thinks Pantalone 
is playing a trick on him and insults him and Clarice. 

Section 69 Dottor Lombardi exits and Silvio enters. Pantalone tells Silvio that Federigo is a 
woman. Silvio apologizes to Pantalone for his behaviour. 

Section 70 Pantalone and Silvio exit. Beatrice and Florindo enter, both carrying daggers and 
determined to take their own lives, but are prevented from doing by Brighella and a waiter. As 
they disentangle themselves from Brighella and the waiter, they see and recognise each other. 
They explain the reasons for their actions and realise that they were both misled by their 
respective servants. 

Section 71 Brighella and the waiter exit. Beatrice and Florindo plan to get married and return to 
Turin as soon as possible. 

Section 72 Truffaldino enters with Brighella and the waiters. Florindo asks him to explain himself. 
Truffaldino asks to speak to Florindo privately. He tells him that it was this other servant 
Pasqual that mixed up the contents of the trunk. He also asks Florindo not to blame Pasqual in 
front of Beatrice because he doesn't want to cause trouble for his good friend. Truffaldino asks 
Beatrice to speak to her privately. He tells her that it was all Pasquale's fault but that out of his 
love for Pasquale he told Florindo that it was his own doing. 

Section 72 Beatrice exits. Truffaldino asks Florindo if he can serve Beatrice while Pasqual is away. 
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Section 73 Truffaldino exits. Beatrice, Florindo e Truffaldino enter. Florindo tells Beatrice that he 
wants to see her in women's clothes and she tells him that he will be able to soon but that first 
she must go to Pantalone's house. 

Section 74 Beatrice exits. Truffaldino complains about Pasqual leaving him with two masters. 
Then he asks Florindo for a favour to put in a good word for him with Pantalone because he 
wants to marry Pantalone's servant Smeraldina. 

Section 75 Change of scene. Pantalone's house. Pantalone, Silvio, Smeraldina and Dottor 
Lombardi all try to persuade Clarice to forgive Silvio. At first she does not want to forgive him 
but she eventually gives in. 

Section 76 Brighella enters. Pantalone reproaches him for not having told them that Federigo was 
Beatrice and Brighella says that he hadn't recognised her. Brighella announces the arrival of 
Beatrice. 

Section 77 Beatrice enters. She apologises for having caused problems. She announces that she has 
found her lover too. Silvio asks if there are other weddings brewing and Smeraldina says that 
she has half a mind to marry herself. 

Section 78 Truffaldino enters. He announces the arrival of Florindo. Smeraldina asks Clarice for a 
favour: to ask Beatrice to allow her servant Truffaldino to marry her. Clarice agrees to do so. 

Section 79 Florindo enters and introduces himself to Pantalone and the others. He asks Pantalone if 
he agrees to let Smeraldina marry his servant. Clarice says that she wanted to ask Beatrice if 
Smeraldina could marry her servant. They both politely say that since both are interested neither 
should be allowed to marry her. Truffaldino, to solve the situation, finally announces that he is 
servant to both Florindo and Beatrice. They all laugh at Truffaldino and he takes his leave from 
the audience. 

END OF PLAY 
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