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Abstract

Theatre translation theory has for some time been destabilised, particularly in relation to 

the role of the theatre translator, by the undefined notion of ‘performability’, a concept 

which suggests that the linguistic choices of the translator can render the script 

inherently performable or unperformable in the semiotic system of performance. 

Nevertheless, practitioners, in the current ‘dramaturgical turn’, are now demonstrating a 

heightened dramaturgical consciousness, documenting their practice as research in some 

cases, and what they perceive to be their dramaturgical choices and restitution in the 

translation process. However, developments in hermeneutics and semiotics have 

refocused criticism from a text-centred to a reader-centred analysis, meaning that the 

intentions of the translator, as new author, are no less subject to re-interpretation. 

Therefore, until we can unequivocally state that these dramaturgical choices are realised 

in the mise en scene by the other authors of performance - director, actors and 

technicians - theory, and notions of the role of the theatre translator, will remain at an 

impasse.

This practice-based research seeks to engage with this impasse by exploring my 

own dramaturgical consciousness from a documentation of my interpretation of Plautus’ 

Casina, to the linguistic decisions employed to encode this interpretation, and, finally, to 

the production process itself where these choices are tested and developed through 

various rehearsals, a rehearsed-reading, and audience and practitioner feedback. By 

tracing these developments to determine where the script influences the creation of signs 

in the final mise en scene, and the relationship between the verbal and non-verbal, this 

thesis argues that translating for performance requires a performative and dramaturgical, 

rather than a simply textual or historical, re-working of the source text - thus meaning a 

script can be made performable - and offers a model of translation, extending existing 

models, to encompass the specific requirements of writing for theatre.
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Translation passes through continua of 
transformation, not abstract areas of identity 
and similarity (Walter Benjamin, ‘On 
Language as Such’)
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Introduction

postquam est mortem aptus Plautus, 
Comoedia luget, scaena est deserta, dein 
Risus, Ludus locusque et Numeri innumeri 
simul omnes conlacrimarunt.1 (Plautus’ 
epitaph)

1. Research context

Until recently in the United Kingdom, many secondary schools were cutting classical 

subjects from their curriculum, and universities are still either eliminating them as 

degree programmes or merging them with other departments. The effect of cuts in both 

second and third level education is, evidently, detrimental to the preservation of the field. 

However, following a successful renewed effort to reintroduce the Classics into British 

schools, this thesis initially intended to contribute to this growing pedagogical initiative 

by theoretically and practically combining the subject area with translation studies, in 

particular within the emerging subfield of children’s literature translation.2 While one of 

the prime objectives of the initiative referred to above is to write new stories in Latin as

1 ‘Since Plautus has died, Comedy mourns, the stage is deserted, then Laughter, Fun and Wit and countless 
Melodies all weep together’ (all translations from Latin in this thesis are my own unless otherwise stated).

2 There are currently no published comprehensive reports that illustrate the period of classical reintegration 
in British schools, but trends can be discerned from various other reports, including previous research by 
Cambridge University which shows that the number of state schools in England that offer the Classics rose 
from 390 in 1999 to 629 in 2009 (Curtis 2009). Furthermore, the Joint Association of Classical Teachers 
(JACT), which is, at the time of writing, in the process of conducting a full list of schools in the United 
Kingdom that offer classical subjects, reports that, in 2011, 672 state schools (17%) offer Latin. Flowever, 
these results do include teaching outside of normal teaching hours which does not form part of the 
curriculum and figures are currently only an approximate (Dunn 2011). This increase in interest was aided 
significantly by the Cambridge School Classics Project (CSCP) initiative, which, due to the ‘growing 
crisis in classics teaching’, was established in 1966 to make the classical world more accessible, primarily 
by ‘creating high quality, innovative teaching materials based on research and development’ and by 
‘exploiting new technologies to reach out to new audiences and create cutting-edge materials’ (Cambridge 
School Classics Project 2011). Aside from the CSCP, there is, for younger children, Minimus, the Latin 
text book by Barbara Bell (1999) for 7-10 year olds. Furthermore, Amo, Amas, Amat... and All That by 
Harry Mount (2008), written for adults, uses a humorous narrative and contemporary Latin references to 
attempt to bring the language alive. The main method of teaching in these examples is through new stories 
in Latin, or segments of original texts; the original thesis, on the other hand, intended to teach through a 
new translation of a complete ancient text.
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a means of creating a more ‘user-friendly’ source text, the aim of this research was, 

originally at least, to translate a worthwhile ancient play in order to offer students a 

target text that might serve to rouse interest in Roman literature, which would perhaps in 

turn instil in them an interest in the Latin language.

The methodology for this research was to explore various strategies for 

translating Roman comedies for young people in order to ascertain how to enable them 

to connect with the text in the most vivid and potentially most sustained way. The 

target-audience was fourteen to sixteen year olds, the age-bracket in which students, at a 

pivotal point in their studies, are planning for their future study or career path. To be 

sure, the critical age-group is probably younger children, since it is clearly possible to 

introduce the Classics to them at an early stage in ways that are real and meaningful, but 

targeting older students has two advantages: firstly, it may convince, or reassure, those 

students who are considering a course in Latin or Classics at university, and secondly, 

there are texts that might well have a wide educational potential but that are unsuitable 
for children.3 This, 1 believe, is the case with some of Plautus’ works, particularly his 

play Casino, the sexually-charged story of an old master’s attempts to seduce a slave 

girl, and the source for the practical half of this thesis. Casina, with its comedy and 

universal themes of feminism and power-struggle (dealt with in Chapter Two), provides 

considerable potential for entertainment and could connect with a wide range of young 

people, offering itself as a living portal into the Roman world. This original kernel of 

intention - to explore methodologies for re-popularising Plautus through translation - 

remains at the heart of this thesis. However, subsequent research triggered two major 

shifts in focus which illuminated a major lacuna in Roman comedy studies while 

simultaneously situating the research within the current conversation taking place in 

translation studies.

3 Furthermore, researching translation for 14-16 year olds would have allowed me to expand on the limited 
research in the field of children’s literature translation. Although this area is still in its infancy - Lathey 
(2006: 3) notes that it was as recently as the turn of the century that full issues of comparative literature 
and translation journals were dedicated to children’s literature - there is as yet little distinction between 
translating for children and translating for teenagers. Research into this area could equally act as a method 
of introducing young adults to a wider-range of cultures and the concept of translation studies.



10

1.1 Classics and translation

My initial research into material dealing with ancient Roman literature translated for 

young people began with a literature review of available translated texts, theoretical 

discussions on translating the Classics for children and teenagers, and, of course, 

criticism of Plautus’ works. However, apart from Roman mythological and historical 

books written for children, an extensive search for Roman literature specifically 

translated for a younger target audience revealed very few examples on which to base 
any further research.4 5 Furthermore, in spite of the growing field of children’s literature 

(in) translation, there is a general paucity of articles that discuss the translation of Roman 

literature for children and young people. Therefore, in terms of both theory and in 

practice, the areas of children’s literature translation and Roman literature are currently - 

and crucially from a pedagogical perspective - disconnected.

This disconnect led to a new research-based task - combining research on 

playwriting for teenagers with studies on translating adult literature for children, which I 

would adapt for teenagers in the light of various conceptual frameworks that other 

scholars had used to theorise the translation of Roman comedies for any age-group. 

However, ongoing research into classical theatre revealed that, while many 

interpretations exist of ancient plays, often combining methods of literary analysis with 

historical knowledge of the original time and place, and while there are a number of 

English translations of these texts,^ very few scholars within the Classics, or indeed 

classical translation practitioners, have attempted to theorise their translation 

methodology. In both cases - translators who have written briefly about their own 

tactics, and classicists who have discussed the translation tactics of other translators -

4 Among the findings were four principal translations of the Aeneid written specifically for children and 
young people (Lively 2001, Frenkel 1991, Church 1908 and Chandon 1964), and one translation of Livy’s 
Ab urbe condita (Nichols 1982). On the other hand, there is a current trend of translating popular 
children’s literature into Latin, including Asterix, Harrius Potter/ Harry Potter (books one and two), and 
Winnie diepu/ Winnie the Pooh, which allows both children and adults who have a basic comprehension 
of Latin to follow a familiar text to aid the learning process. I have found no translations of plays by 
Plautus or Terence, or of any other Roman dramatist, for this age-group.

5 Including eight of Casina in the twenty and twenty-first centuries by Nixon (1917), Stace (1981), Tatum 
(1983), Wind (1995), Franko (2001), Beacham (2003), Christenson (2008), and De Melo (2011).
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there tends to be little analysis that incorporates insights and methodologies drawn from 

theoretical constructs from within the field of translation studies itself.6

Recently, however, major conceptual shifts in classical studies and its 

interdisciplinary relationships have begun to make themselves felt. Loma Hardwick, 

primarily working in the field of classical reception, has pioneered much of this research 

through developing analyses of ancient works within a theoretical framework of both 

literary criticism and translation studies. This is not only gradually leading to the 

disconnect noted above being addressed, but it has also resulted in studies that illustrate 

the multifarious voices that are alive in the processes of translation and reception. In her 

article ‘Staging Agamemnon: The Languages of Translation’ (Hardwick 2005), for 

example, she discusses David Stuttard’s and Katie Mitchell’s productions of 

Agamemnon, highlighting the role of the translator in the process of reception, where 

prior interpretative and linguistic choices can spark a multitude of various effects in 

performance. The crucial difference here is that, while reception studies focuses on the

6 Amy Richlin, for example, in the Introduction to her anthology of translations of Plautine plays mentions 
one reference to translation theory: ‘[i]n dealing with jokes, a translator has two choices: one, to put down 
what the original said as literally as possible; two, to put down an equivalent, to try to give the reader what 
will make sense in the current context’ (2005: 31). However this is the only mention of translation theory 
and she continues her discussion of her translation choices through a particularly source-text oriented 
approach which Chapter One will argue creates an unethical translation. J. Michael Walton’s monograph 
(2006), on the other hand, is summarised in the blurb as a work which considers ‘the practice and the 
theory of translating Classical Greek plays into English from a theatrical perspective, [and] also addresses 
the wider issues of transferring any piece of theatre from a source into a target language.’ However, while 
the Introduction and first chapter of Walton’s research discuss key theories of theatre translation, 
theoretical discussion appears to fade throughout the other chapters; although Walton offers many 
examples of translation segments of ancient plays, often comparing several translations of the same 
segment, this seems to detract from any extensive analysis of the translator’s choices as Walton repeatedly 
skims the surface of these tactics. Nevertheless, this study does of course offer classicists a study of the 
many linguistic choices that are available to the translator. However, the collection of papers from the 
2000 International Drama Conference at the University of Otago, New Zealand, published in Greek and 
Roman Drama: Translation and Performance (Barsby 2002), illustrates that translation theories and 
strategies are very much a concern among Classics translators: while little theory is applied in these 
articles, Richard Beacham and Michael Ewans, in a translation forum, both discuss their translation of 
metre, along with Robin Bond, who alludes to his consideration of his target audience when translating 
comedy, acknowledging that they look beyond the source text when translating for performance. 
Regrettably, this is a short article and they are unable to profoundly discuss their translation techniques, 
but it exemplifies a rare occurrence of classicists who consciously and theoretically explore their own 
translations. The previous sample of texts have been restricted to those which are primarily concerned 
with ancient theatre, since this is context of this research, but see Lianeri and Zajko (2008) and Hooley 
(1998) for a discussion of the translation of a variety of ancient text-types, including theatre, literature and 
poetry.
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product of translation, Hardwick’s approach engages with the process that results in 

these various interpretations.

The core concerns of reception and translation are, of course, similar in many 

ways. Both of these areas are inherently connected by their interest in the interchange 

between two or more cultures, that of the original source text and that of the target text, 

and between the new text and performance. Furthermore, they both consider how 

translations not only offer insight into the receiving society, but how they ‘focus critical 

attention back towards the ancient source and sometimes frame new questions or retrieve 

aspects of the source which have been marginalized or forgotten’ (Hardwick 2003: 4). 

In other words, classical reception and translation are concerned with the cultural 

significance of a text that has undergone transformation in a given time and place. 

Following on from this connection, it can be suggested ‘that translation provides a nexus 

between the ancient text and its reception in performance, and that the practices of 

translation (in the fullest sense) point to refinements in the theoretical models that have 

been developed both for translation and for performance reception’ (Hardwick 2010: 

193). It is precisely this cultural communion that has shaped and refined the research 

and practice that are conjointly presented in this thesis.

1.2 Greek versus Roman translations

With little theoretical discussion on translations of Roman comedies, I returned to the 

translations themselves in order to develop a more profound exploration of Plautine 

translations and their reception in comparison with the much better known corpus of 

Greek translations, many of which have been discussed by Hardwick and other scholars; 

a general search on the Archive of Performances of Greek and Roman Drama (APGRD) 

enabled me to collect a list of translations, leading in turn to provisional conclusions that 

were both conflicting and highly enlightening.7 The following table looks at 

performances in the United Kingdom and Ireland since 1980 of the two Roman writers

7 The Archive of Performances of Greek and Roman Drama is a database that was established in 1996 by 
the University of Oxford ‘in response to the need for a coordinated research effort devoted to the 
international production and reception of ancient plays since the Renaissance.’ The archive includes nine 
ancient playwrights and documents performances of each of their plays in one hundred countries. Due to 
the large scale of this project, the database does not, of course, account for every performance, but only the 
ones of which researchers are so far aware.
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of comedy, Plautus and Terence, compared with two major Greek tragedians, Sophocles 

and Euripides:

Figure One: Performances in the United Kingdom and Ireland (1980-201 if

Playwright Total no. of
Performances

No. Amateur
Performances

No.
Professional
Performances

Percentage
Amateur
of Total

Percentage
Professional
of Total

Roman Comedies

Plautus 26 16 10 62% 38%

Terence 10 7 3 70% 30%

Greek Tragedies

Sophocles 195 66 129 34% 66%

Euripides 225 74 151 33% 67%

These statistics display two striking characteristics of the translation and production 

of classical theatre. Firstly, there has been a considerably higher number of 

performances of Greek tragedies compared with Roman comedies, with the total number 

of Euripidean productions, for example, being approximately ten times more than 
Plautine ones.8 9 Secondly the multiplier increases significantly when we come to look at

8 The figures shown in this table refer to all records on the APGRD database of English-language staged 
productions of what the database determines to be translations, adaptations, improvised performances and 
reconstructions of fragments. Not included are plays that have been rewritten based on several plays. For 
the purpose of this study, ‘amateur’ refers to any production that took place in a school or university, or 
that were performed by a school or university drama group. ‘Professional’, then, refers to any other 
production including those in mainstream theatres, fringe festivals or equivalent. If the APGRD shows no 
record of the venue, it is assumed, for these statistics, to be a professional venue in order to offer the most 
positive statistics for performances of the Classics in mainstream theatres.

9 This particular finding correlates with my own experience of classical conferences and symposia which 
have been dominated by papers on Greek theatre, and, more specifically, on Greek tragedy. Of the fifteen 
papers presented at the 2010 Annual Postgraduate Symposium on Ancient Drama, a collaborative project 
between Oxford University and Royal Holloway, eleven concentrated on Greek tragedy, two on the Greek 
comedies of Aristophanes, my own on Plautus, and one on Julius Caesar, and of the two performances one 
was a Greek tragedy and one a story-telling exercise. The 2011 symposium produced similar trends,
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professional productions of Greek tragedies compared to the Roman plays. Based on 

these figures, two key research questions emerge: why do Greek tragedies appeal more 

to British and Irish playwrights and translators, and why are so few translations of 

Roman comedies produced in mainstream theatre? Preliminary conclusions can be 

proposed based on this table. Since there are a higher percentage of Roman comedy 

productions that are staged in schools and universities, it is possible to elucidate that 

these productions serve a chiefly pedagogical function. On the other hand, although 

there are a higher number of mainstream and amateur productions of Greek tragedies, it 

appears that the majority of translations are geared to appeal to a broader theatre-going 

audience. There is no concrete academic explanation, however, as to why Plautus 

appears to be less popular with contemporary audiences, although the accumulation of a 

performance tradition for Greek drama and their iconic reputation within the repertoire 

are clear factors. However, a review of the reception of some of the past adaptations of 

Roman comedy may go some way towards contextualising and clarifying this.

1.3 Greek tragedy and Ireland

Given the resurgent interest in Greek drama in Ireland, it is perhaps not surprising that a 

considerable amount of the criticism that has been dedicated to many of the translations 

of Greek tragedies concerns itself with post-1980 translations by Irish playwrights. The 

Irish case allows us to generate a number of broad-based conclusions. These 

translations, which began to emerge in 1984, also account for a significant number of the 

performances outlined in Figure One, this being the reason that the statistics begin from 

1980. Their common subtext is, of course, the problematic of Irish history, and in 

particular the ‘Troubles’. Such cultural appropriation led to criticism which discusses 

translation strategies and analyses the writer’s specific translation choices, their political 

ideology, audience reception, and the socio-political effects of the performances. In 

other words, the translations are treated as works of literature in their own right, distinct 

from their source texts, yet simultaneously dependent upon them as critics attempt to

although slightly more positive from a Roman comedy perspective: out of the eleven papers, there were 
six on Greek tragedy and one on Aristophanes, one on the Roman consul, L. Cornelius Balbus, one on 
Spartacus, two on the Roman comedies of Terence, and, subsequently, a Greek tragic performance and one 
of my translation of Casina. Finally, the conference entitled ‘From Sappho to... X’, hosted by Monash 
University, Melbourne, offered thirteen papers relating to Greek tragedy and poetry, and only four to 
Roman literature and drama (including my own and another on Plautus).
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infer how and why the writer adapted specific segments of the text. Once again, the 

attention shifts between product and process.

Seamus Heaney’s The Cure at Troy, an adaptation of Sophocles’ Philoctetes,'0 

has attracted much of this research, and interpretations of the playwright’s message 

gained vast political and public critical acclaim. As well as achieving global 

recognition, the play was cited by former Irish President Mary Robinson in her 

inauguration speech, and by Bill Clinton during his visit to Ireland, as part of their own 

political agendas (Denard 2000: 1-2). The chorus they both exploited became a clarion 

call for peace:

History says, Don’t hope 
On this side of the grave.
But then, once in a lifetime 
The longed-for tidal wave 
Of justice can rise up,
And hope and history rhyme.
So hope for a great sea-change

10 The terms translation and adaptation, and even version or re-write, have so far resisted any universal 
definition. I would first of all argue that each of these terms constitutes an act of translation; if we return 
to the etymology of translation, translatio, this evokes notions of carrying something across from one 
language or one culture to another. As will be discussed throughout this research, according to 
contemporary translation theory, the idea of what exactly is being carried across is entirely subjective, and 
a ‘carrying across’ of any sort can be defined as a translation. Patrice Pavis offers three definitions of 
adaptation. The first refers to adaptation from one medium to another, from a novel to a film, for example, 
where the narrative content is retained as far as possible, but the discursive structure undergoes major 
changes. The second definition is concerned with a text to be staged, and Pavis argues that ‘[a] 11 
imaginable textual manoeuvres are permissible: cuts, rearrangement of the narration, stylistic polishing, 
the use of fewer characters or locations, [...] montage and collage of foreign elements, different endings 
and changes in the fabula as required by the staging. Adaptation, unlike translation or contemporization, 
can be very free; it does not hesitate to change or even invert the meaning of the original play [...]’ (1998: 
14). However, the final definition for Pavis is a ‘translation that adapts the source text to the new context 
of reception, making any additions or deletions that may be considered necessary to its reappraisal’ (14), 
and I believe that this definition essentially summarises his first two; all of these definitions argue that 
adaptation is a re-working of the text at every level as appropriate for the intended context in which the 
target text will be placed, and this thesis will illustrate that this notion lies at the heart of contemporary 
translation theory. All texts that have as their source another text can be argued to be a translation or 
adaptation. For the purposes of this research, then, I term a text ‘adaptation’ if it is so called by the author 
(Heaney for example, calls his The Cure at Troy a version, which is often the case when the author does 
not speak the source language), if the translator, not the original author, is viewed as the main author, or if 
more than one primary source text is discernibly used to create the target text. On the other hand, if the 
text claims that the original playwright (Plautus, for example) is the primary author, even though the text is 
offered in another language, then I call it a ‘translation’.



On the far side of revenge.
Believe that a further shore
Is reachable from here. (Heaney 1990: 77)
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This chorus, reminding the spectators of their duty to remain hopeful, is written for 

Heaney’s specific target audience, in Belfast. He makes this clear in the opening chorus 

where he highlights the play’s ideology and synthesises Greek and Irish cultures:

Philoctetes.
Hercules.
Odysseus.
Heroes. Victims. Gods and human beings.
All throwing shapes, every one of them convinced he’s in the right, all of them
glad
To repeat themselves and their every last mistake,
No matter what.
[...]

And their whole life spent admiring themselves
For their own long-suffering.
Licking their wounds
And flashing them around like decorations.
I hate it, I always hated it, and I am
A part of it myself. (Heaney 1990: 1-2)

From the outset, Heaney creates a world, linguistic and referential, that unquestionably 

belongs to his audience. He presents a conflict that surpasses religion and humanity, a 

conflict where both sides, Unionists and Nationalists, are so distracted by their own 

suffering and beliefs that both are blind to the mutual connection of their fidelity to 

separate beliefs. It appears that Heaney’s objective is to offer spectators a contemporary 

message entwined in an ancient play through which they can learn from mistakes of the 

past, heal their wounds and progress. Heaney’s translation uses a framework, 

simultaneously ancient and contemporary, to produce ‘two mirrors held to face each 

other, reflecting past situations to a future and future one to a past, in an endlessly 

repeating process of reception and transmission, that constantly changes the parameters 

of space and memory’ (Montgomery-Griffiths 2009: 7). The plays have an effect on 

spectators, are written to be relevant to that audience, and translated, not merely as an 

ancient Greek play in terms of its own original context, but as one that prompts in the
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audience a psychological journey that begins in their own time and place and may well 

promote connections with past and problematic future alike.

1.4 Plautine reception

This issue of audience relevance, concern for the quality of experience of the new 

spectator, appears to be the crucial difference between recent translations of Greek 

tragedies and Roman comedies.11 Despite the relative rarity of Plautus’ plays on the 

contemporary stage, a brief consideration of the Plautine tradition yields sufficient 

evidence to demonstrate the considerable potential of his works to appeal to various 

audiences in mainstream theatre. Not only did his style of theatre and narrative comic 

devices prove a seminal influence on the development of the Italian Commedia dell 'arte 

in the sixteenth century and on modern-day stand-up comedies and situated comedies, 

but his work was adapted by some of Europe’s most prominent playwrights, including 

Shakespeare, Moliere and Goldoni, who, in a manner not dissimilar to the Irish writers in 

their adaptation of Greek drama, used, to varying degrees, the original stock narratives of 

Plautine plays and re-wrote them for their own target audience. The audiences too 

reveal the purchase of his works. While Commedia troupes were performing in the 

marketplace, Shakespeare and Goldoni in the professional theatre, Moliere directed his 

adaptations more towards aristocratic spectators. From this we can ascertain that 

Plautus’ plays are popular at least in potential, and that their popularity spans various 
eras, cultures and social classes.12 However, while there are studies that discuss these 

playwrights’ and traditions’ indebtedness to the Roman comedian, both from within 

Roman comedy studies and, of course, theatre studies, little interest has yet to be shown 

in modern Plautine adaptations and translations.

11 In his article, ‘What is a “Relevant” Translation’, Derrida argues that the word ‘relevant’ ‘extends and 
announces the accomplishment of an ambitious response to the question of the essence of translation. 
(What is a translation?) To know what a relevant translation can mean and be, it is necessary to know 
what the essence of translation, its mission, its ultimate goal, its vocation is’ (2004: 429). As discussions 
on theories, objectives and functions of translation in this research will demonstrate, contemporary notions 
of relevance are entirely subjective and dependent on the reader or translator’s engagement with, and 
interpretation of, the text. My argument for the relevance, or lack of relevance, of works in the Plautine 
tradition is offered in Chapter Two.

12 Key criticism in this area will be discussed in Chapter Two.
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Notwithstanding the general sense of Plautus’ absence from the stage, there exist 

two principal adaptations of Plautus’ work that have emerged within the past fifty years 

and which have gained popularity and a considerable audience following: A Funny Thing 

Happened on the Way to the Forum (Shevelove 1963), a musical by Burt Shevelove and 

Larry Gelbart, with music and lyrics by Sondheim, which first ran on Broadway in 1962, 

and Up Pompeii, a 1970’s sitcom starring Frankie Howerd. Although both examples 

acknowledge Plautus as their inspiration, with Up Pompeii (Frankie Howerd Collection 

2006) actually including Plautus as one of the characters, and while both use his plots 

and characters to create a new version, neither is actually the translation of any one 

specific play. This might suggest that Plautine plays, in their original structure, offer no 

potential to contemporary writers.1’ However, unlike the adaptations written by 

European classical playwrights, these two contemporary productions have gained little, 

if any, academic attention.14 The disconnect in Roman comedy studies becomes evident 

here again in another guise: Plautus’ plays have the potential to be successful in 

translation, yet very few are. Furthermore, of those that are successful, only those 

translated or adapted by canonical writers have been given a place in academic literary 

criticism. This raises two further questions: why do so few playwrights or translators 

choose to adapt Roman comedies for contemporary performance, and why do any 

modern translations and adaptations, like those mentioned above, attract so remarkably 

little academic attention?

lj However, there is, I believe, one exception to this trend in British theatre: Peter Oswald’s 2005 
production of The Storm or The Howler, first performed in Shakespeare’s Globe, and based on Plautus’ 
Rudens. There are mixed reviews from the critics on this translation, but the very fact he has received 
reviews suggests his translation to be more successful on the stage than many other translations of Plautine 
comedies that still remain confined to the page. Maddy Costa (2005) of the Guardian argues that ‘[t]he 
story is potentially moving, but the cast are so preoccupied with making us laugh that emotion doesn't 
have much room for manoeuvre; that Shakespearean trick of marrying low comedy with poignancy isn't 
achieved here. Still, there's an engaging energy and buoyancy to Oswald's writing, and the performances 
are so riotous that the whole daft enterprise is impossible to resist’; on the other hand, Alastair Macaulay 
(2005) from the Financial Times opens his review with ‘[t]heatre does not get much worse than a bad 
evening at Shakespeare’s Globe: it is uncomfortable, the wrong kind of vulgar, and uninspired.’

14 One notable exception is Malamud (2001) who discusses the Jewish-American cultural humour in A 
Funny Thing Happened on the Way to the Forum. This criticism will be revisited in Chapter Two.
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2. Performability and the dramaturgical translator

The fact is that approaching these Greek and Roman works from the perspective of 

reception has perhaps begun to provide an answer to these questions, and has highlighted 

a potential issue which goes some way towards explaining the relative rarity of Roman 

comedies in performance today. There is an underlying issue that stems less from some 

sort of disconnection between ancient comedy and modern audiences, than from the 

specific process of translation that created the performance product. In this light, the real 

research question starts to evolve thus: what is the role and task of the translator in 

translating an ancient Roman play? Although the earlier discussion on the Irish 

translations of Greek tragedies revealed that the development of social impact, which 

enables a rich discussion both within reception studies and translation studies, is a 

crucial task of the translator, it does not offer any conceptual framework within which 

we can situate and understand the practical task of the translator. In order to consider 

some strategies for translating Casina as part of an overall methodology for re

popularising Plautine comedies, it is therefore important to explore the theoretical role of 

the translator, particularly in relation to those Plautine adaptations that have become 

canonical.

Of course, there already exist established models and paradigms of translation. It 

would be misleading to suggest that the area of stage translation itself does not open up a 

series of competing, at times, conflicting views and methods. Undoubtedly central to the 

broad terrain of literary translation generally is George Steiner’s hermeneutic motion, 

outlined in his seminal After Babel a method that primarily explores the two principal 

tasks of the translator during his/her engagement with the text, namely interpretation and

15 This research thus moved away from a study of methodologies for translating Plautine plays specifically 
for young people since we must first establish a general methodology. Unfortunately, this area cannot be 
further examined in this thesis, but it remains a rich unexplored area for future research. However, one 
young student was present at the final rehearsed reading of Casina and offered the following written 
feedback: ‘As a G.C.S.E. Latin student we look at [Roman plays] during our course. Our exam requires us 
to learn these plays thoroughly, not just in terms of translation, but the greater meaning of the play. [...] It 
can be difficult to understand the actual meaning of the play and I think that learning the play would be 
made easier by carrying out group discussions, dramas and adapting the language to the 21st century’ 
(Browne 2011; Appendix Five: 352). Although this is the extent of practical research carried out on the 
original thesis plan, we could, perhaps, tentatively suggest, from this one opinion, that the translation was 
successful in its original objective, and that using contemporary language in translation is one way of 
allowing 14-16 year olds to connect with ancient texts.
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restitution, in order to create for the reader a translation that eschews the ethical 

difficulties of wholescale cultural assimilation. This, of course, begins to chime with the 

educational intention that underpinned the original research questions of this thesis, as 

noted above. Hermeneutics, of course, is central to literary and educational translations 

alike: as a theory of understanding, developing particularly from Heidegger and 

Gadamer, whose central premise contends that interpretation is subject to the unique 

time and place of the translator/spectator/reader and that their conversation with the text 

expands - and contracts - along with their experience in the real world. The acceptance 

and negotiation of such signs, whether cultural, temporal or literary, as having a key role, 

equal to the text, strengthen the importance of semiotic theory in the reading and 

translating process, placing the text in a much more complex relationship between the 

historical context of the original writer, and the lived experience of the spectator, the 

projected end-user. The incorporation of these extra-textual concerns draws us 

irresistibly towards the dynamics of reader-centred analysis, rather than text-centred 

fixity. In other words, the translator’s task begins with the acceptance of a Barthesian 

’death of the author’; for the translator, this means, in other words, that s/he can begin to 

transcend the perceived obligation to find some inherent ‘meaning’ or ‘spirit’ of the text 

that can then somehow be transferred, I A Richards-style, in translation.16 The onus is 

placed on the translator as a second writer, simultaneously enriching and destabilising 

the translator’s role as one who both ensures the source works as a new text in its own 

right and is responsible for the ethical issues that arise when a foreign text is 

incorporated into a different culture and literary system.

It is therefore both in challenge and mitigation that Steiner offers his model for 

translation in four stages, exploring the hermeneutics of interpretation alongside the 

ethics of restitution. In this model, the translator, impelled by a hermeneutic trust that 

the text actually has something to say as it moves through time and space, begins by 

cautiously entering the text before searching for meaning(s) inevitably contingent upon

16 Richard’s notion of the ‘interanimation of words’ suggests ‘that only one interpretative line is valid, that 
there is a single correct response to the complex conundrum of what a literary text is communicating’ 
(Johnston 2004b: 1). The idea that the translator transfers the only possible understanding of either the 
meaning or the spirit of the text has been theorised, as we shall see in Chapter One, by Eugene Nida in 
terms of the concept of equivalence; here, the strategy of dynamic equivalence attempts to encode the 
original thought in the target text and formal equivalence refers to a more metaphrastic approach.
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his or her specific time, place and experience. This meaning is then brought back and 

diffused into the target culture, thus using the foreign source text to inform and, 

potentially, transform the new culture. However, Steiner is explicit about his qualms, 

since the translator has now violently stripped the source culture, and advocates a partial 

return to the original text and author in order to harmonise the engagement between the 

two cultures. These stages of the hermeneutic motion, described here in all succinctness, 

provide a discursive framework for the first part of Chapter One, which is concerned to 

explore the role of the translator; this discussion will argue that it is a comprehensive 

model of translation that embraces all historical and contemporary theories of 

translation, at least in part. For that reason, among others, it is a model that may be 

applied to classical and modern texts alike; specifically, for the purposes of this thesis, it 

can be used to analyse and assess translations of Plautus both in terms of their viability 

as new texts that function precisely as such, and as writings that capture and evoke the 

relevance of the living past.

However, the notion of the death of author, the reader-centred turn in 

hermeneutics, and the vastly increasing awareness of other signs has incited one major 

conceptual Turn’ that has rapidly become a central concern for reception studies and 

translation studies, both enriching and problematising theoretical discussion. Hardwick 

terms this the ‘performative slide’, a notion that ‘involves a stretching of the linguistic 

concepts of translation in a direction increasingly governed by the criteria of 

performability’ (2005: 207), and one which has impacted heavily on these two fields, 

creating subfields of classical performance reception and theatre translation.17 This idea 

of performability opened a complex debate, chiefly between Susan Bassnett and Patrice

17 Within classical scholarship, the area of classical performance reception has recently emerged from the 
convergence between reception studies and performance studies. Crucially, it argues for the ‘scholarly 
credibility (and, indeed, desirability) of theatrical performance as a valid subject of Reception Studies’ 
(Montgomery Griffiths 2007: 73). Although reception studies in the Classics is concerned with the 
translation and tradition of ancient plays, it did not previously account, to any great extent, for the vastly 
different media in which textual and theatrical translations are performing. Firstly, although the field does 
not rely on an individual’s reception, partly since such data is virtually non-existent, the fact that 
performance is ephemeral, and that in studying one translated script we are in reality dealing with many 
performances, means that, unlike a text intended to be read, we do not have access to the entire physical 
context of a text to be performed. Classical performance reception, which was established by Oliver 
Taplin, and further theorised, notably, in Hall (2004), Hall and Harrop (2010) and a range of articles in 
Hardwick and Stray (2008), acknowledges that the text depends on extra-textual signs, including the 
actor’s voice and gesture, props, costume, lighting and audience.
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Pavis, on the role of the translator of drama, and the role of the text in performance, 

arguing that the written playtext cannot be separated from, or studied without, the web of 

verbal and non-verbal signs that constitute a performance. Steiner’s model, as 

comprehensive as it is, does not take into consideration the fact that the script is not 

complete until it enters the oral process, one which is made up of many other authors, 

each experiencing their own hermeneutic motion, and each bringing about the death of 

the previous author, that is, the translator. On the one hand, those who reject that plays 

can be performable do so primarily because there is no evidence that a translation affects 

the mise en scene, or performance text, and because no satisfactory working model of 

performability has yet been offered. Furthermore, they argue that it is impossible to 

locate exact relationships between signs or the extent to which one sign influences 

another. On the other hand, those who advocate this notion argue that the translator has 

to write the translation with performance in mind, thus suggesting that the translator does 

not leave the process when the script is received by another (actor, director) as the 

hermeneutic motion would suggest, but that the translator remains integral to the 

performance until it is received by the audience.

It is a debate that in theory could run and run; however, translation practitioners 

are increasingly less concerned with attempting to define or explore ‘performability’ as a 

broad concept and are moving into a developing ‘dramaturgical turn’ as a conversation 

evolves between translators and theatre practitioners. Essentially, practitioners are now 

beginning to document their dramaturgical engagement with the specific translation of 

an individual play, in the belief that performability is not an essential category but a 

contingent quality. It is a process of documentation in which the translator analyses and 

illustrates how they have written for a performance in a specific time and place, arguing 

that the script seeks to collaborate with, although not dictate, the mise en scene, the area 

that is primarily developed by the director and actors. This type of engagement on the 

part of the translator marks precisely the approach that I had hoped to discover from 

those classicists who have translated Plautus’ works, an engagement deriving from and 

contributing to a type of profound self-analysis that sustains and promotes the creative 

work of the translator. In the final analysis, it is a demonstration that translation looks 

beyond the source text to impact upon the receiving culture, as well as transforming the 

source culture and text as described by Steiner and as exemplified in Heaney’s The Cure
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at Troy, where his ‘translational technique is [...] to use the Greek conventions to move 

the action into the consciousness of the receiving audience (rather than to use the Greek 

conventions to move the audience into the distant world of the Greeks)’ (Hardwick 

2001: 164).

Such exploration is instrumental in exploring the cultural utility and reception of 

theatre, ancient and modern. Translators who document their own engagement 

exemplify translation theory in practice, raising awareness of the complex task of the 

theatre translator, and providing non-practitioners with the tools to analyse critically 

translations at a more profound level by locating the various theories that have led to 

shifts between the source and target texts, thus exploring what these shifts might tell us 

about the culture for which the translation was written, and indeed perhaps about the 

translator’s own agenda or ideology. Nevertheless, while such documentation offers the 

translator’s intentions, we must recall our base assumption of Barthes’ dead author, that 

it is impossible to decipher an author’s intentions from a text. So now, in turn, the 

recipient of the translation breaks free from any sense of fixed meanings inherent in the 

source text, and develops his or her own interpretation framed within a unique spatio- 

temporal position. In other words, we cannot unequivocally state that the translator has 

the definitive power to encode an interpretation or objectives into the written script, and 

thus have any influence on the other signs of performance. If the role of the translator 

has been enriched and destabilised, it is no less true that translation exposes the riches 

and instability of its object.

As Hardwick (2004) notes, an exploration of the relationship between translation 

and performance is a priority for those working in both Classics and performance, and 

research in this area can and should have significant impact on translation studies and 

classical performance reception: firstly, it offers theatre translators a more concise 

methodology for their role in the translation process, with the practical result, hopefully, 

that it will lead to a greater number of translations that are successful in performance; 

and secondly, it allows those working in performance reception to begin to explore ways 

of discussing a particular performance in a specific time and place through an analysis of 

the script. What I have described at the outset of this Introduction as the disconnect in 

the translation, performance and reception of classical texts has therefore refocused the 

primary research question of this thesis: accordingly, this research documents my
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dramaturgical role in the translation process, from my interpretation of the source text to 

my creation of the target text, before placing the translation into the heart of the oral 

performance process in order to gauge to what extent my translation decisions impact on 

the mise en scene', it is a thesis, therefore, rooted in an exploration of the dramaturgical 

role of the theatre translator. This documentation not only offers a methodology for 

assessing the success, or performability, of the translation - of the particular translation 

- but it also demonstrates that the creative input of the translator stretches beyond the 

printed script and into the rehearsal room and performance, thereby arguing that the 

hermeneutic motion of the theatre translator ends not when the script is presented to the 

other authors of performance but when the performance is received by the audience in 

that special place that is the theatre.

3. Thesis outline

In order to expand on research in the areas noted above and to explore the dramaturgical 

role of the theatre translator, this thesis has been divided into four chapters which follow 

the theoretical and practical development of the translation of Casino. However, while 

the process is divided into distinct stages, it is, in reality, fluid; dramaturgical decisions 

are not linear, but go through a process of multidirectional revisions based on knowledge 

that is gained in various stages and gleaned from various encounters within that process. 

While the first half of the thesis is largely theoretical, this provides the platform upon 

which the second half - a discussion and analysis of the practice of translation - is 

based. It is not that theory is somehow abandoned at this point, but like good table work 

for an actor it remains alive and woven through each chapter, particularly when various 

dramaturgical choices are discussed. By the same token, since ‘knowledge of the 

condition of production comes after the fact and [...] the finished product, the opus 

operatum, conceals the modus operand? (Bourdieu, cited in Barrett and Bolt 2007: 4; 

original emphasis), the theory has been influenced by the practice. Although the

18 In the same way, Heidegger, with his concept of‘handlability’ argues that ‘we do not come to “know” 
the world theoretically through contemplative knowledge in the first instance. Rather, we come to know 
the world theoretically only after we have come to understand it through handling’ (Bolt 2006: 6). By 
applying a theory, we come to understand it. However, we must first know of the theory or else we cannot 
focus our experience back. Graeme Sullivan, however, claims that ‘[e]ven if there is ready acceptance that 
prior knowledge helps to compile knowledge that builds on the ‘shoulders of giants’, this can, in many
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theories that are discussed here always had a place in this thesis, experience of the 

practice has not only informed and developed my own understanding of theory, but it 

has led to certain theories, or strands of theories, developing more prominently in this 

discussion. Practice may not engender theory, but it certainly leads to new formulations 

of priorities. Furthermore, while it is not possible to be aware of all subconscious 

thoughts leading to creative decisions, I will, as far as possible, acknowledge the reasons 

that led to script modification between various drafts and show where given 

dramaturgical decisions arise from different stages of the process.

3.1 The theory

In an effort to contextualise the overarching research question, which seeks to establish 

the dramaturgical role of the translator in the theatre-making process, Chapter One 

provides a detailed exploration of Steiner’s hermeneutic motion in order to assess how 

the translator might deal with the various sign systems at play in that complex interaction 

between two languages, two cultures and two theatre/performance systems. It will not 

only be argued that his is a comprehensive model that illustrates the translator’s two 

primary tasks, as we have noted, but that the first three stages of the process represent a 

series of antiquated views of the role of the translator, riddled with false dichotomies - 

which, although they can lead to what Steiner sees as an irresponsibly assimilative 

translation, are nevertheless an integral stage of the translation process. Since semiotics 

and the death of the author have vastly problematised this role in theatre translation, a 

discussion of the performability debate and the numerous signs of theatre serves to 

highlight the main theoretical issue of the role of the translated text in the performance 

process. Finally, by drawing on increasingly perceptible correlations between the role of 

the dramaturg and that of translator for performance, this chapter presents some key

cases, limit the opportunity for seeing things anew (2009: 48). While this is true, we cannot separate 
conscious or subconscious theoretical knowledge from praxis. John Freeman who, in his book where he 
talks about his own practice, notes that ‘practical work is being constructed in the here and now, and it is 
being constructed by the same person who is constructing the book’ (2003: xxiv); similarly, this thesis is 
written with the self-conscious knowledge that the actual process has been documented in its final form in 
such a way that it remains true to the general timeline, but it does not presume that dramaturgical decisions 
were made in such a distinct chronological order. Furthermore, I believe that reviewing the theory that 
was initially documented in light of the practice allows for a more realistic account of which concepts 
were at play in the process.
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translation strategies that contemporary practitioners may employ in order to render their 

translation performable at a specific time and place.

Chapter Two begins to chart the practical process of the translator through an 

engagement with the source text towards the formation of an interpretation; yet it 

necessarily places the text in its own socio-historical context in an effort to locate some 

inherent meaning that can be transferred into the target text by translating either the 

‘word’ or the ‘spirit’. This represents the process of certain translators who find the 

death of the author hard to accept, but that almost inevitably leads to a translation that is 

more at home in the museum than in the living theatre. The argument for my 

interpretation of Casina serves to locate those areas of the text that I intend to keep alive 

in the translation, but with the conscious knowledge that it has been shaped by a larger 

semiotic system of my own culture and its literary and theatrical norms. Nevertheless, 

this is a crucial stage in the translation process, but it does not signify the end of the 

process. This interpretation will be transferred into the target text through an application 

of various translation strategies and tactics. At this point the research returns briefly to 

the original research question of offering a methodology for translating Plautine plays to 

re-popularise them. As discussed, it is evident that Plautus’ plays have the potential to 

connect with various audience-types in different eras, yet twentieth century adaptations, 

while popular with mainstream audiences, have resisted analysis by those working in 

classical performance reception, indicating that they perhaps have little impact on their 

receiving culture. The second half of this chapter returns to two Plautine adaptations by 

Shakespeare and Moliere and reviews the potential reception of these works in their own 

time and place to locate some trends in translation strategies that rendered the texts 

successful. These case-studies illustrate the social and comedic impact that I intend to 

create with Casina, but demonstrate that seemingly conflicting theories can produce a 

similar effect.

3.2 The practice

Having documented the interpretation that I intend to encode in the translation, and 

having explored the intended impact, this half of the thesis marks where those central 

concerns of both performance reception and translation begin to diverge. Before we can 

establish the social relevance and reception of the target text, the translator engages in
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the creative writing process, making decisions as to how the language will transform the 

source text in order to create a specific effect. In other words, echoing the work of a 

growing number of contemporary theatre translation practitioners. Chapter Three 

explores what I consider to be my dramaturgical engagement with the translation; its 

central contention is that I am writing the translation for an intended audience and that I 

have encoded an interpretation. However, as noted, this cannot unequivocally mean that 

these dramaturgical decisions are realised in performance. Many other authors create the 

mise en scene, and spectators import their own lived experience into their reception - 

Benjamin’s continua of transformation are notionally endless. But in terms of the 

performability debate, we must identify a methodology that demonstrates that the written 

text has an impact on the other signs of performance, and shapes or influences the 

interpretation of authors and spectators in some coherent way. This chapter offers a 

possible model for verbalising decisions of process, tracing their development through 

the various stages of rehearsal and performance, establishing as it does so interactions 

between sign systems, cultures and performance traditions that will be continuously 

assessed and adapted in order to bring the text closer to a performable translation.

Finally, then, the text is placed into the heart of the oral process. This final 

chapter attempts to outline the research that practitioners have to undertake if we hope to 

further the debate surrounding the role of the translator in the performance process. This 

is the intention of practice as research, but the approach is still to some extent debated; 

but to fire that intention we firstly need to establish a working and successful 

methodology to trace language from its written to oral performed state. Chapter Four 

concentrates on and monitors the problematics of subsequent translating through a 

reading and feedback from non-acting colleagues, a rehearsal with professional actors, a 

final rehearsed reading, and audience feedback. These stages of process show how areas 

of the script are in a continual state of transformation, and how feedback at each stage 

triggers a re-assessment of translation tactics in an effort to render the text more relevant 

and socially effective for a final audience. What this does primarily is show that scripts 

in their written form can be unperformable, and, therefore, by extension, performable. 

The notion that it is performable is, of course, entirely subjective, yet this practical 

research further suggests that recipients’ interpretations are very much shaped by the text 

itself. Not only do my intentions, outlined in Chapters Two and Three, frequently
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correlate with the intentions and decisions of the director and actors, but, when they did 

not correlate, it is possible to trace back through all the verbal decisions to the 

interpretation to suggest that the issue lies with the written text. This research therefore 

argues that the translator can write a text that does not necessarily dictate the mise en 

scene, but that nonetheless is responsive to the interplay of entire semiotic systems. For 

the translator, this means that part of the dramaturgical role is to look beyond the text 

and consider the future performance; for those working in performance reception, these 

findings perhaps suggest that hints relating to the performance of a translated play reside 

in the playtext itself. The Conclusion to this research offers a model for the theatre 

translator which expands on Steiner’s to insinuate the process the dramaturgical 

translator employs and continually adapts in order to create a performable translation.
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Chapter One
Translation: The Dramaturgical Turn

The schematic model of translation is one in 
which a message from a source-language 
passes into a receptor-language via a 
transformational process. (George Steiner, 
After Babel)

Steiner’s supposition points to what David Johnston calls the ‘translator doubleness’ of 

critical reflection and praxis (2011: 13): the role of the translator is not only a question of 

refining the skills of textual understanding, of locating a message, but of effectively 

transmitting the exegetical message through written practice. This concept presents two 

fundamental issues that have underpinned all debates within translation studies: what 

message is the translator supposed to understand, and what constitutes an effective 

transformation of the source text in order to transmit this message? Developments in 

hermeneutics have gone a long way toward answering this first question, clarifying the 

position of the interpreter in the understanding process. Semiotics, on the other hand, 

the major theoretical framework applied to the construction of meaning in translation, 

has significantly problematised notions surrounding the role of the translator, leaving the 

second question open to considerable debate. The fundamental ‘turn’ in each of these 

theories, stemming primarily from the movement away from a wholly text-centred 

critical analysis, means that theorists have long ceased to regard the author as the 

supreme authority and the text as a contained or self-enclosed system of signs, instead 

considering it in the context of its wider relationships with the world. This hypothesis, 

although it severs the chain between the translator and the original author and mitigates 

against the possibility of deciphering that author’s intentions, means that the translator, 

as the new author, is subjected to the same fate, destabilising the concept that the 

translator encodes an interpretation into the translation, or that the receiver of the 

translation is in any real sense in thrall to the translator’s intention. Furthermore, the 

expanded semiotic network further blurs perceptions of the boundaries and relationships 

between signs that create understanding and the language of the translation. These other 

signs, not created by the author or translator, but already existing in the mind and world
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of the reader, operate powerfully in the process of reception, so that, as we noted in the 

Introduction, the translator is put firmly in his or her place; undoubtedly an agent of 

transmission, but one among many as the text in question establishes its connections, 

predictable and unforeseen alike, with its new audiences.

Steiner, of course, would have been familiar with Benjamin’s concern with the 

transmission of the translated text, but was more primarily concerned to elucidate ways 

by which translators could free themselves from the impossibility of a wholly text- 

centred task. Drawing on the Heideggerian notion of the hermeneutic circle, his seminal 

A fter Babel develops an ethical model of translation that outlines four major stages in the 

practice of interpretation and re-writing. In the simplest terms, the hermeneutic circle, 

the process of interpretation, proposes that the receiver interprets a text by understanding 

its parts in relation to the whole, including its culture and genre, and the whole in 

relation to its parts.19 Furthermore, for Heidegger, understanding is predicated by certain 

pre-knowledge created by our existence in a given time and place which is applied to our 

interpretation of the object.-0 Steiner’s hermeneutic motion, then, theoretically explores

19 Schleiermacher, responsible for expanding the original Biblical hermeneutics to include all forms of 
writing and speaking, believed that an ‘act of speaking cannot even be understood as a moment in a 
person’s development unless it is also understood in relation to the language. This is because the linguistic 
heritage [...] modifies our mind. [...] Nor can an act of speaking be understood as a modification of the 
language unless it is also understood as a moment in the development of the person [...]’ (in Mueller- 
Vollmer 2002: 75). The interpreter, then, can only understand through what Schleiermacher terms 
grammatical and psychological interpretation, both of which are inextricable from the process and both of 
which inform each other. The interpreter must understand both the language of the object, and the 
linguistic system to which the object belongs. According to Schleiermacher, this ‘method seeks to gain an 
immediate comprehension of the author as an individual’ (cited in Bruns 1980: 306). Heidegger 
developed this notion by suggesting that interpretation is not something we do, but it is something we are. 
The text is part of a larger, non-linguistic world. Nevertheless, methodologies for attempting to 
understand the original author were later extensively challenged, particularly by Hans-Georg Gadamer, 
which will be discussed in the course of section one. On the other hand, while Schleiermacher maintained 
that language is central to understanding, Wilhelm Dilthey believed that understanding was developed 
through life and lived experience, and he further argued that hermeneutics involves understanding and 
interpretation. From Dilthey’s perspective, ‘what we understand as humanists or human scientists is 
always a manifestation of human life, a “life-expression” [...]. But understanding itself is a manifestation 
of life; acts of understanding are lived by us, they constitute “lived experience’” (in Mueller-Vollmer 
2002: 25). In other words, Dilthey argues that interpretation comes, not only from our understanding of 
the object (through language and psychology), but equally from understanding ourselves in the same way.

20 Heidegger’s hermeneutic circle derives from earlier hermeneutic approaches set out, primarily, by 
Schleiermacher, Dilthey (see n.19 above), and Edmund Husserl. While Schleiermacher argued that 
understanding comes from an understanding of the linguisticality and psychology behind the text, Husserl 
maintained that understanding is moulded by our prejudices and preconceptions of eveiyday life. In a
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how Heidegger’s concept can be applied to translation in order to provide an effective 

and working understanding of the text that will form the basis for textual re-writing. 

Although theories of hermeneutics and translation have been continually refined since 

the hermeneutic motion was first articulated, it still acts as a broadly inclusive model. 

Indeed, the final stage of the motion, the idea of restitution, reflects the current anxieties 

in translation studies as to otherness and the space afforded by the new text to the 

preservation of difference. Of course, it cannot be quite as simple as that and one of the 

principal refinements to Steiner’s model has come from Lawrence Venuti whose work 

on domestication and foreignization, deriving in turn from Schleiermacher, begins to 

conceive less of restitution of the foreign (for how do we have access to that without 

wandering into essentialism?) than of importation of difference that marks a qualitative 

shift from the norms of the receiving culture (see Venuti 1995).

Moreover, in spite of the comprehensiveness of Steiner’s model in terms of the 

doubleness of the translator’s actions, its focus on written texts (to be read), while still 

applicable to theatre translation, does not account for the script’s role as only one 

component in the eventual mise en scene, one sign among multiple signs of performance. 

According to the semiotician, Honzl:

[ajction, taken as the essence of dramatic art, unifies word, actor, costumes,
scenery, and music in the sense that we could then recognize them as different

culmination of these theories in Being and Time (1967), Heidegger widened the hermeneutic circle of 
Schleiermacher from the text and context to the relationship of the author to the rest of the world. For 
Heidegger, ‘[understanding is the existential Being of Dasein's own potentiality-for-Being; and it is so in 
such a way that this Being discloses in itself what its Being is capable of (in Mueller-Vollmer 2002: 217). 
By Dasein, Heidegger is referring to human beings as ‘being-there’, entities that are part of a world at a 
given time and place, and that cannot be separated from that world. Dasein is conscious of its Being in the 
world, and it cannot understand itself without understanding the world of which it is a part. This leads to 
Heidegger’s hypothesis in the hermeneutic circle that we understand and interpret through our pre
knowledge. Steiner saw this understanding as an act of translation: ‘Da-sein, the ‘thing there’, ‘the thing 
that is because it is there’, only comes into authentic being when it is comprehended, i.e. translated. [...] 
We can modulate Heidegger’s insistence that understanding is not a matter of method but of primary 
being, that ‘being consists in the understanding of other being’ into the more naive, limited axiom that 
each act of comprehension must appropriate another entity (we translate intoy (Steiner 1998: 313-14).
The process of this act of appropriation into our own Dasein forms Steiner’s concept of the hermeneutic 
motion.
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conductors of a single current that either passes from one to another or flows 
through several at one time.2' (Cited in Deak 1976: 92)

Each of these theatrical signs is connected to each other, and their relationship fuses 

them together to create a performance. Although it is now generally acknowledged by 

theatre scholars that a translated script is only part of a much larger semiotic system - 

whose intricate interconnectedness has been studied by scholars such as Anne Ubserfeld 

in her monumental study Reading Theatre (1999), and Erika Fischer-Lichte in The 

Semiotics of Theater (1992) - there is little agreement on how this impacts upon the 

practical role of the translator or how the translator influences what we might term the 

semiotic process. It is the central purpose of this chapter to present the current situation 

within theatre translation studies before attempting, in the following chapters, to situate 

the role of the theatre translator within the concerns of hermeneutics and semiotics. 

Having put forward the key theories concerning the role of the translator and the 

hermeneutic motion in the first section, the second section of this chapter offers a brief 

exploration of how a performance is created by various signs, and how the translation of 

a script is received in a different medium from other text-types. Finally, it focuses on 

current notions of the role of the theatre translator in this dramaturgical turn."

1. The hermeneutic motion and the role of the translator

Steiner’s hermeneutic motion, as we have noted briefly, includes four stages of this 

ethical process of translation: trust, aggression, incorporation and restitution. These first 

two stages require the translator to enter into the source text, trusting that it has meaning,

21 Patrice Pavis agrees with this analogy on the grounds that ‘[w]e have to choose a hierarchy of codes and 
sub-codes, keeping well in mind that the choice of a hierarchy itself is made according to an aesthetic or 
ideological code’. In doing this, we can avoid the ‘positivist procedure of chopping the whole into 
numerous systems, tacitly assuming that they function in parallels, [which] does not allow us to go beyond 
simple description of the performance or to clarify the spectator’s constitutive act of understanding’ (1978: 
5). He therefore argues that we have to determine the hierarchy of signs, in contrast to Tadeusz Kowzan 
who postulates that all signs are equal (see page 159 n. 152 for a brief summary of Kowzan’s signs).

22 This chapter cannot, of course, offer an exhaustive overview of each and every theory. However, due to 
the complexity of documenting the practical process, one that cannot in reality be divided into specific 
clear-cut stages, what this chapter hopes to achieve is to lay the groundwork for theoretical discussion, 
which will then be developed in the course of the following chapters, and which will allow cross- 
referencing between the various stages from the outset.
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and aggressively search for this meaning. Thirdly, the translator returns to the target 

language with the meaning, temporarily dissipating ‘the density of hostile or seductive 

‘otherness’ (Steiner 1998: 314), by stripping the source text of its cultural identity, to 

demonstrate to the target culture, in a familiar narrative, one of the potentials the original 

had in its own time and place. However, since this incorporation stage necessarily 

appropriates the source culture, yet transforms the target culture as the meaning enters a 

new semantic and cultural context, it causes ‘disequilibrium throughout the system by 

taking away from ‘the other’ and by adding, though possibly with ambiguous 

consequence, to our own’ (1998: 316). The meaning becomes part of the receiving 

system, which Steiner argues is dangerous since the ethical process is incomplete; by 

moving back towards the source and by writing a translation that not only contains this 

meaning, but that exposes new meanings of the original, shedding light on the text’s 

potential, the translator can attempt to restore the harmony between the texts.

In many ways, again as we noted in the Introduction, Steiner’s model reflects the 

structure of this thesis as it traces, to a certain extent, the process that was followed in 

writing this translation of Casina. For that reason this first section of this chapter is 

concerned to outline what is happening at each of the four stages of the hermeneutic 

motion. Firstly, then, ‘trust’ is approached through certain theories of reception as a way

23 However, like the structure, neither stage can be taken as separate entities, since, as suggested by the 
kinetic nature of‘motion’, they each overlap and constantly inform each other. The first two stages of 
trust and aggression are primarily concerned with the understanding of the text, and the last two stages of 
incorporation and restitution deal with the translator’s application of this understanding in the translation; 
although, at a practical level, this process can be broadly divided in two, I would argue that, at a 
psychological level, all four stages take place simultaneously in the mind of the translator before the 
translation is concretised onto the page. As discussed in the Introduction, this thesis is structured into four 
chapters that attempt to isolate the translation process in such a way that illustrates the various roles of the 
translator and the particular skills required from the theatre translator. However, as was further noted, the 
documentation of this process is not entirely chronologically accurate. Both theory and practice were 
modified as a result of new knowledge and understanding gained at various stages, and my interpretation, 
for example, altered as I encoded it into the translation. The practical and theoretical documentation was 
fluid, and neither stage was complete until the ‘final’ draft was written. Furthermore, as I researched the 
source text, I did not firstly enter the source text to find meaning, then subsequently appropriate it for my 
own culture, and finally assess how to ‘restore harmony’ with the source culture. In reality, meaning was 
only created because I appropriated the text and its source culture from my position in the target culture, 
and, by bringing this new meaning and interpretation into the new system, the source text was 
automatically altered and new knowledge was exposed. At a practical level, the hermeneutic motion is 
complete before the physical translation process begins, but the act of translation itself causes the 
hermeneutic motion to continuously reactivate, and react, beginning afresh when the translation is received 
by a target reader or culture.
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of understanding how we derive meaning based on our knowledge of the source culture. 

Subsequently, ‘aggression’ and ‘incorporation’ are merged together to explore the act of 

interpretation and how the translation conforms to, and alters, the target culture, but in 

the process perhaps stripping the source text of its otherness.24 The final subsection on 

‘restitution’, giving back to the original, is particularly connected to contemporary 

notions of cultural translation, translation’s existence in a ‘third space’, and its apparent 

power to counter such asset-stripping by allowing translated texts to speak to new 

audiences while simultaneously belonging to themselves.

1.1 Trust

Steiner’s first stage is based on the concept that all ‘understanding, and the 

demonstrative statement of understanding which is translation, starts with an act of trust’ 

(1998: 312) in the source text. The translator enters the text, gently probing below the 

surface, under the assumption that s/he will find meaning hidden in the foreign words. 

However, this first stage, like the next two, is described by Steiner within the context of 

a particularly invasive metaphor, and so, while the translator trusts in the text, there is a 

large degree of suspicion and scepticism involved in the process.

There is initiative trust, an investment of belief, underwritten by previous 
experience but epistemologically exposed and psychologically hazardous, in the 
meaningfulness, in the ‘seriousness’ of the facing or, strictly speaking, adverse 
text. We venture a leap: we grant ab initio that there is ‘something there’ to be 
understood, that the transfer will not be void. [...] The radical generosity of the 
translator [...], his trust in the other, as yet untried, unmapped alternity of 
statement, concentrates to a philosophically dramatic degree, the human bias 
towards seeing the world as symbolic, as constituted of relations in which ‘this’ 
can stand for ‘that’, and must in fact be able to do so if there are to be meanings 
and structures. [...] But this trust can never be final. It is betrayed, trivially, by

24 The notion of stripping the source text of its ‘otherness’ is used with the full weight of Edward Said’s 
postcolonial concept developed in his canonical work Orientalism (1978), where he describes the act of 
‘Orientalism as a Western style for dominating, restructuring, and having authority over the Orient’ (1978: 
3). He continues to say that, ‘[a]s a cultural apparatus Orientalism is all aggression, activity, judgment, 
will-to-truth, and knowledge’ (204). The notion of the coloniser and colonised, an attack on another 
culture based on preconceived prejudices, from the perspective of translation studies, implies that the 
translator attempts to translate with some instilled notion of what the foreign text means. In translation, 
the translator necessarily appropriates and, as such, asserts his/her power over the original text. The 
invasive and appropriative language Steiner uses throughout his theory is reflective of Said’s notion, but 
his final stage of the hermeneutic motion seeks to rectify this.
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nonsense, by the discovery that ‘there is nothing there’ to elicit and translate.
(1998: 312)

The hierarchy between the source and the target here is clear: the translator is suspicious 

of the source text because, from experience, s/he knows there will be nothing there. It is 

an interesting snapshot of the process of translation, a capturing of that lingering sense 

common to many translators as they elaborate a first draft that, put simply, ‘isn’t going 

to work’. However, generously, they give it the ‘benefit of the doubt’, compensating for 

that doubt by aligning their target text closer and closer to home-based norms. Trust and 

doubt, then, are only temporary, but they are also key determining components of at least 

the early stages of the process.

Within the invasive imagery that Steiner uses to reflect the translator’s 

determination that meaning can and will be found,25 ‘he fails to explain one of the 

reasons for this confidence - the openness, or even the seductiveness, of the text to 

interpretation. If the interpreter is moving boldly towards the text, so, too, the text is 

calling to him. The attraction, and the action, is mutual and reciprocal’ (Neild 1989: 

239). It is not entirely the choice of the translator to enter the text, but the text demands 

to be translated. In Benjamin’s terms, the text has a certain ‘aura’, perhaps exoticised, 

that attracts the translator to it, but which the translator cannot grasp.26 Neild seems to 

reinforce Steiner’s notion that the source text merits an attack since it was partly 

responsible for its own betrayal. However, translators who regard this aura, not with 

scepticism, but with reverence and respect, risk producing ‘literal’ translations, texts that

This invasive imagery reflects St. Jerome’s imperialist view of translation, in his ‘Letter to 
Pammachius’, in favour of translating the ‘spirit’ of the source text by carrying ‘the sense captive’ into the 
receiving language (St. Jerome 2004: 25).

26 Exoticism concerns the idea of unfounded beliefs or notions of a foreign culture. It is a version of 
Orientalism: however, in contradistinction to Orientalism, it is a more naive and idealistic view of a 
culture, one which was evoked by the BBC in 2006, and which has been brought to light again recently, 
under the name ‘Paris syndrome’. The journalist of this piece, Caroline Wyatt, explains that some 
Japanese tourists suffer Paris syndrome when they go to the city: ‘Many of the visitors come with a deeply 
romantic vision of Paris - the cobbled streets as seen in the film Amelie [sic], the beauty of French women 
and the high culture and art at the Louvre’ (2006), and, when it does not live up to their expectations, 
some, according to Wyatt, have suffered a psychiatric breakdown following the culture shock. While it is 
relatively natural, and perhaps even desirable, to fall victim to such stereotypical idealisation of another 
culture, it is unethical for a translator, as cultural mediator, to transmit such a culture through translation. 
While the aura of a text might attract the translator, it should, of course, be approached with the scepticism 
outlined by Steiner.
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succumb to the source text’s seduction, because the translator enters and leaves the text, 

not realising that they have received nothing in return, precisely because there is nothing 

there. This translator does not want to uproot or disturb the original, but wishes to keep 
the peace.

This first stage of creating a translation attempts to determine the original actual 

reader’s reception by making ‘the literary horizon of a specific historical moment 

comprehensible as that synchronic system in relation to which literature that appears 

contemporaneously could be received diachronically in relations of non

contemporaneity’ (Jauss 1982: 37).27 In other words, we can ascertain reception by 

judging the distance (or proximity) of the reader’s expectations of a work from the 

work's aesthetic properties, or, to the extent that it conforms to or subverts its historical 

tradition both before and after the production in its own time. This is termed by Jauss 

the ‘horizon of expectations’ of the receiver, a much-quoted idea that allows us to gauge 

the work in terms of what the audience expects based on the norms and assumptions of 

its own society, culture and literary system. A 'horizonal change’, then, occurs when the 

author/translator challenges the historical norm, and this can have implications for future 

reception until a new author/translator initiates another change. Iser characterises this 
change in terms of negation:

The various types of negation invoke familiar and determinate elements or
knowledge only to cancel them out. What is cancelled, however, remains in

27 Wolfgang Iser differentiates between the ‘implied reader’ and the ‘actual reader’. The former term 
‘incorporates both the prestructuring of the potential meaning by the text, and the reader’s actualization of 
this potential through the reading process’ (Iser 1974: xii), suggesting that the author inscribes a way of 
reading the text and the reader follows it in this way. The latter term, then, represents the reader who is 
conditioned by his/her spatio-temporal existence and experiences. Susan Bennett notes that ‘[w]hile 
reader-centred studies continue to be published, reader-response no longer occupies a central place in 
critical theory’ (Bennett 1997: 34); however, Iser’s theory is concerned with what happens between the 
text and the reader and with how the reader interprets the text, and he maintains that, as well as being 
‘molded by the norms and values that govern the reader’s outlook’ (Iser 1989: 50), reception is further 
controlled by the text. While this idea of the reader’s own position in relation to the text is a central 
concern for the following research, what is interesting for the translator here is the idea that an author 
includes signs from which the receiver creates meaning. However, in terms of the actual reader, we have 
no way of ascertaining the unique reception of each spectator. On the other hand, it can be argued that 
Jauss’ ‘horizon of expectations’ generalises the audience; but, as will become evident in Chapter Three, it 
becomes more relevant for the translator who is not only interpreting the work of a playwright who was 
writing within their own preconceptions of the horizon of expectations of an implied spectator and an 
implied performance, but who is further writing for the implied spectator of a particular society.
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view, and thus brings about modifications in the reader’s attitude toward what is 
familiar or determinate - that is, he is guided to adopt a position in relation to the 
text. (Iser 1989: 34; original emphasis)

The writer, therefore, makes a conscious decision to present an idea to the recipient, 

whether that idea is an ideology, or an accepted notion of a particular genre, and then 

subverts this idea in some way in order to create an effect and invite the audience to 

question what they already know. The concept of negation is therefore useful when it 

comes to studying a text from within the norms of its contemporary context, and to 

investigate how it challenges or conforms to general values and ideals of the audience in 

order to establish an idea of the original author’s ideologies and possible intentions.

Although both Jauss and Iser argue that it is impossible to decipher original 

intentions, particularly historical ones, this analytical approach can, at least potentially, 

help to facilitate the interpreter’s trust in the text - nudging the translator towards a more 

conservational approach to it in the process, as we have noted; within the early dialectic 

of trust and doubt, put simply, the approach can demonstrate that there is meaning to be 

found, or that there was in the time and context the play was first performed to its 

audience, and consequently faith is restored in the original author. With this 

understanding discovered, the translator attempts to incorporate it into the translation by 

creating some sort of faithful equivalence in the target text. The recently-deceased 

Eugene Nida, in a seminal attempt to define two broad approaches towards a ‘faithful’ 

translation of the Bible, elaborates the concept of equivalence, where ‘formal 

equivalence’ focuses on fidelity to the language of the source text and ‘dynamic 

equivalence’ eschews the language of the original, to a certain extent, in favour of 

translating the thought behind the original text. The danger here, according to Nida, lies 

in the extremities of the two approaches: on the one hand ‘a translator may have such an 

exaggerated respect for the source language [...] that he tends to force the receptor 

language toward too great a degree of formal correspondence (Nida 1969: 496). On the 

other hand, ‘the translator may wish to employ far less formal correspondence than he 

should’ (496) which can lead to an exoticised translation. This concept is exemplary of 

the adage that the translator translates either the words or the spirit, but the truth remains 

that the hunt for equivalence, no matter how it is defined, remains the default activity of 

translation. The real danger lies, in reality, in a misguided belief on the part of the 

translator that there is some inherent meaning or spirit that can actually be captured.
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Firstly, since language is culturally encoded, translating ‘word-for-word’ cannot convey 

any meaning that was in the language of the foreign text. Secondly, since at this stage 

of the hermeneutic motion there is no implicit meaning, meaning cannot therefore be 

translated.29

If the translator ends the translation process at this stage, s/he will have been led 

into a false sense of security by the original text, but will not create a text that means 

anything to the new target audience. We are, to some extent, within the terrain of the 

scholarly translator whose product, in terms of hermeneutics and the hermeneutic 

motion, is flawed. It presents new readers with a text that they will believe holds 

meaning, particularly since it will be written in their native language, thus initiating a 

vicious hermeneutic circle. Jauss and Iser argue that a text should be considered in its 

synchronic and diachronic axes, but the translator is an integral part of this axes, and the 

text can only truly hold meaning if read and translated from the current point in which 

the interpreter is situated. For translators who continue to look over their shoulder at the 

original author and text, and who try to remain ‘faithful’ to them, they will produce a 

translation that is not only ‘literal’, but which can mean nothing to the new readers since 

there is no meaning there that can be found other than by projecting one’s experience of 

the new text against a memory of the source text.

28 I refer here to the idea of linguistic relativity, or the ‘Sapir-Whorf hypothesis’, developed principally by 
Edward Sapir and Benjamin Whorf following the postulation by Wilhelm Von Humboldt, who argued that 
‘there resides in every language a characteristic world-view. As the individual sound stands between man 
and the object, so the entire language steps in between him and the nature that operates, both inwardly and 
outwardly, upon him. He smrounds himself with a world of sounds, so as to take up and process within 
himself the world of objects’ (Humboldt 1999: 60; original emphasis). In other words, language 
influences cognitive behaviour and contains the world view of a given nation. Likewise, Sapir argued that 
‘the network of cultural patterns of a civilization is indexed in the language which expresses that 
civilization’, and, since every language is different, every civilization has, by extension, a different social 
reality (Sapir 1966: 68 ff). This notion was further studied in practice by his student, Benjamin Whorf 
(1956). Although the Sapir-Whorf hypothesis was widely discredited due to a lack of concrete evidence in 
Whorf s research, we can nevertheless assert that the intertextual nature of language renders it culturally 
embedded, and certain words are therefore imbued with social meaning for particular societies.

29 This theory is, of course, reminiscent of the hermeneutics of such theorists as Schleiermacher who adopt 
a highly source text-orientated approach. This supposition assumes that, by developing a more profound 
understanding of the language of the text in relation to its wider context and the world at the time it was 
written, the interpreter can continue the hermeneutic circle to come closer to a true understanding of the 
whole text.
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1.2 Aggression and incorporation

The interpreter who is aware of the deception will, in the words of Yotam Benshalom, 

‘see [the text] as the language of the enemy, treating [it] like a cipher which should be 

decoded with suspicion in mind, constantly looking for a hostile intention behind the 

words’ (2011: 220). However, the previous step is not in vain, but may usefully inform 

this second step and shape interpretation in the process. It is part of the knowledge that 

the interpreter requires in order to find meaning, part of the Heideggerian pre-knowledge 

that develops understanding. These two stages of aggression and incorporation, 

according to Steiner’s model, treat the text as an object to be plundered, with meanings 

as spoils being dragged back to the target culture. The interpreter strips the source 

culture of what intrinsically belongs to it, brings it home and exploits it for a foreign use. 

In contradistinction to earlier hermeneutics, which attempted to infer understanding from 

the source text, the result of this attack on the original text offers us a new narrative for 

the death of the original author. When the interpreter begins to incorporate the meaning 

into a new text, and even before this, when meaning begins to coalesce, the original 

author begins to die since ‘writing is the destruction of every voice, of every point of 

origin. Writing is that neutral, composite, oblique space where our subject slips away; 

the negative where all identity is lost, starting with the very identity of the body writing’ 

(Barthes 1968: 142). In this way, the interpreter has journeyed back from the source 

text, and has left behind any notions of a source-text orientated approach to the 

translation. S/he has successfully crossed over the threshold without glancing back, 

leaving behind the dead and those that are eternally lost, and returning to the familiar 

upper-world.

If we believe that we do not take the original author into account when forming 

an interpretation, we return to the question at the beginning of this chapter which asks 

what it is that the translator is supposed to understand and subsequently present in the 

new translation. The twentieth century has seen some major developments in this area, 

particularly thanks to Gadamer in his critique and development of Heidegger’s 

hermeneutic circle. He challenges previous notions of what hermeneuticists posited as 

the truth of the object of interpretation:

In fact the presupposition of a mysterious darkness in which there was a mythical
collective consciousness that preceded all thought is just as dogmatic and abstract
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as that of a state of perfection achieved by a total enlightenment or that of 
absolute knowledge. Primaeval wisdom is only the counter-image of “primaeval 
stupidity.” (Gadamer 1979: 243)

Gadamer makes a key contribution to the trajectory of hermeneutics in two respects: 

firstly, as this quotation suggests, we can never know what the original author meant in 

the text because there is no ultimate consciousness we can tap into, and, secondly, 

understanding not only comes from previous knowledge, but is constantly expanded 

through conversation with the text. In other words, our conversation with the text is not 

static, but rather emerges piecemeal and ongoing from our own shifting and progressing 

position in time and space. New knowledge is, in short, the force that turns the cogs of 

the hermeneutic circle.

However, while this knowledge is influenced by, and meaning is drawn from, the 

original text, it is appropriated by the interpreter as it enters into his or her existence and 

is osmotically absorbed into the entire consciousness that has been developed through 

social conversation, learning, ideologies and pre-knowledge present at that precise 

moment. As the interpreter re-enters his/her native culture, s/he again becomes part of a 

wider social, cultural and linguistic network, and the interpretation of the source text is 

reunited with the moment in time and place that formed it. Within this time and place, 

there are new aesthetic literary norms, implied and actual recipients and preconceptions 

about the source text and culture. At this stage, in order to integrate the interpretation 

into the target culture, the translator’s - probably - provisional stance ‘leaves the reader 

in peace, as much as possible, and moves the author towards him’ (Schleiermacher 2004: 

49). It is from this concept of the movement of translated texts between the source and 

target poles, as we have noted, that Venuti develops his dichotomy of domestication and 

foreignization. For Venuti, domesticating a text favours the ‘invisibility’ of the 

translator (c.f. Venuti 1995), in that it is an act of producing a translation that appears to 

have been originally written in the target language. It is a process of mediating the 

cultural elements in the text, of discovering the dynamic equivalent that produces the 

effect of the original, but potentially at the expense of the ‘foreignness’ of the source 

text.30 By domesticating a text, the translator appropriates the source text and culture

30 Foreignization, on the other hand, brings to the fore the fact that it is a translated text. However, 
faithfulness to the language and foreign culture inherent to the source text does not constitute an act of 
foreignization; the foreign elements which are retained or inserted by the translator have a purpose and are
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entirely and integrates them into this system, so that the original author and meaning are 

left behind in the underworld, dead to the new receiving system.

This stage completes the interpretation process of the hermeneutic motion 

whereby the translator has understood the text through conversation with it from his or 

her own historical position. However, although the translator has broken free from the 

source text, this does not necessarily mean that the translator has escaped the trap of 

orientalism, exoticism, or any other type of mistranslation. Let us contextualise Yotam 

Benshalom’s argument at the beginning of this subsection, that language has to be 

decoded and we should be wary of hostility lying in wait behind it; he is writing from the 

perspective of obligatory military service for Israeli men and women during which many 

of them become military translators. Upon leaving the army, those who continue to 

translate remain psychologically trained to search for intelligence that can be used 

against the enemy. Referring to the protagonist, ‘The Suicide’, in the play that he has 

translated from Arabic for his own case-study, he continues:

As an Israeli military-trained translator, I was startled and even shocked, as I was 
sure the playwright was talking about nothing less than a suicide bombing. [...] 
Nevertheless, it also made me very careful: I put my emotions aside to the best of 
my ability [...]. However, a later discussion with the playwright [...] proved me 
wrong. To my great relief [...], the play [...] was never meant to imply suicide 
bombing as a means of personal and political redemption. (2011: 220)

Although this is a particularly extreme example, the danger of attempting to recreate the 

author’s intentions, as explored in this section, is clear in Benshalom’s account: not only 

can such assumptions, aggressively taken from the original, become ‘a formidable 

weapon’ (227) and reflect negatively on the original writer, but personal prejudices, 

whether conscious or otherwise, incorporated into our own cultural framework, can 

reinforce cultural assumptions about the ‘Other’. The translator has engaged in a process 

of hermeneutic encounter, but this alone does not guarantee a translation that is 

ultimately faithful in any meaningful way to the competing constituencies which it 

serves.

chosen for the impact they will have on the receiver. It is commonly accepted that this is a false 
dichotomy, like that of equivalence, but it does present us with two translation strategies that are available 
to the translator.
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1.3 Restitution

The translator who works through to the final stage of the process returns something to 

the original in respect of the initial reverence that s/he had for the text by reverting, to a 

certain extent, to the original culture and context. The translator returns to the threshold, 

the limen, that momentary liminal position in time and space from where s/he can look in 

every direction, where anything can happen, creating a multiplicity of potential effects 

depending on interpretation and translation choices. The translator and the source text 

sit between both cultures, and the translated text may well belong entirely to neither one, 

but instead belongs equally, in part, to both. From this position, the text cannot be either 

domesticated or foreignized, and it cannot solely look back to the source context or 

forward to the target context, so that effectively every element of the translation exists in 

some measure of hybridity.

The word ‘hybridity’ immediately ushers in postcolonial theory, in particular that 

of Homi Bhabha. Translation now sits in a third space where the ‘borderline existence 

inhabits a stillness of time and a strangeness of framing that creates the discursive 

‘image’ at the crossroads of history and literature, bridging the home and the world’ 

(Bhabha 1994: 13). In other words, this hybrid blend offers a space where cultural 

differences are staged (227) and in which new and unique meanings are offered, which is 

only possible by merging two cultures, and perhaps eras, in a specific time and place of 

which the translator is a part. Patrice Pavis describes this intercultural exchange as an 

act of crossbreeding (1992: 7), a useful analogy for illustrating the endless variations in 

appearance and effects that two combined cultures can create. An indeterminate number 

of ‘genes’ - the translator’s own cultural, literary, educational or personal background, 

the target culture’s literary norms, or its current socio-political context - will give the 

translation its own unique DNA, an original shape, form and mindset that influences 

how others react to it. It is not always possible to break down the entire DNA structure, 

but, occasionally, the dominant genes, in this case the text’s intertextuality or 

ideotextuality, can be discerned and can act ‘as an optic for journeying into the 

unfamiliar’ (Johnston 2008: 8). The ‘recognisable’ brings the readers towards the text to 

allow them to explore the ‘foreign’ identity that has been inscribed into the translation, 

which can then invoke many effects, including using the unknown as a distancing device
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from reality ‘to explore domestic issues [...] afforded by the ‘otherness’ of the setting’ 

(Hale and Upton 2000: 8).

In achieving a hybrid translation, the original author and text are dead, but now 

not buried; the translator gives them an afterlife, as termed by Benjamin, so that they 

haunt the new text, a concept of ghosting notably articulated by Marvin Carlson.31 The 

field of translation studies, paradoxically alive with metaphors of death, incoiporates 

many theories on the various strategies of translation, and the translator’s decisions, 

along with the subsequent effects of these decisions, are essentially linked to the 

translator’s way of mourning. On the one hand, a translator does not perhaps accept the 

death, and vigorously attempts to create a clone, an image of the original that is 

recognisable yet whose vacuous gaze we cannot penetrate since nothing lies beyond the 

surface; this translator will create a translation that is locked in the museum, one that 

strives to create some sort of linguistic equivalence, which is impossible if we believe 

that language is culturally embedded, or that assumes it can capture an overarching 

meaning or effect that, in reality, is non-existent. This is much like how mourners, in 

their grief, speak idealistically and confidently about their memory of the dead and a past 

that is skewed by subsequent events and emotions, an exoticisation, in short, of the dead. 

However, the translator is in a position to keep the memory alive by searching for all the 

different strands that make up the whole text, concentrating on its potential, affording 

new generations an insight by allowing them to peel away the layers of the palimpsest 

that were once enclosed in the museum. The recipients can never know the true original, 

but their own experience can allow them to empathetically appreciate it. The original 

lives on through others.

To return to Gadamer’s contribution to hermeneutics and his second break from 

tradition, his contention that our pre-knowledge develops over time is crucial in this 

regard. By the same token, our historical consciousness does not remain static either:

31 The notion of the haunted stage has been developed by Carlson (2003) from the idea put forth by 
students of Ibsen that the playwright’s plays are ghosts. He argues that every play is haunted because the 
audience summons up the memories of other plays and theatrical traditions after seeing the work of the 
same actors or directors, or because the theatre space, music and costume invoke in the spectator specific 
memories or connotations. Likewise, translated plays invoke the ghost of past as well as the ghost of the 
original playwright.
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Our historical consciousness is always filled with a variety of voices in which the 
echo of the past in heard. It is present only in the multifariousness of such 
voices: this constitutes the nature of the tradition in which we want to share and 
have a part. Modern historical research itself is not only research, but the 
transmission of tradition. We do not see it only in terms of the law of progress 
and verified results; in it too we have, as it were, a new experience of history, 
whenever a new voice is heard in which the past echoes. (Gadamer 1979: 252- 
53)

This is perhaps what Benjamin means when he argues that ‘[translation passes through 

continua of transformation, not abstract areas of identity and similarity’ (1996: 70), 

which is in many ways the keystone idea of this thesis. One source text can produce 

many different translations, all with very different discernible ideologies, purposes and 

impacts, and difference is dependent on the translator. Chapter Two will further explore 

such ‘continua of transformation’ in relation to playwrights who, as discussed in the 

Introduction, have successfully adapted Plautus’ plays (specifically, in this case, 

Shakespeare and Moliere). It will become clear that each playwright uses the framework 

of the source text to relate it to his own society, creating various potential effects on the 

audience. They place their adaptations into a long lineage of other translations, and it is 

this tradition that gives the source text a variety of voices, and reflects all of these voices 

back into the target text. This mutual collaboration between source and target cultures to 

place the text within its diachronic history leads to a translation that begins to satisfy the 

exigencies of a translation procedure anxious to preserve difference in some measure at 

least.

Ultimately, however, the methodology translators employ in order to arrive at the 

translation is dependent on their final objective, an idea that sits at the crux of current 

conceptions of the translator’s task. Whatever the translator decides to carry across, or 

whichever methodology is chosen, the translation has an intended skopos, a term coined 

by Hans Vermeer in relation to scientific or technical text-types to mean the ‘purpose’ of 

a translation, and widely used in particular in the context of the translation of specialist 

texts. Briefly, the translator considers the function the text is to have for the target 

audience in its specific cultural environment and appropriates the source text 

accordingly. As such, ‘it must be the intended purpose of the target text that determines 

translation methods and strategies’ (Christina Schaffner in Baker 2001: 236), not the 

source text or reader. Nida’s functional equivalence is valid if, for example, the text is
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intended as a ‘literal’ translation of the language. Equally, the translator may wish to 

create a dynamically equivalent translation, but the ‘spirit’ or ‘meaning’ is not the 

original one; it is one which the translator has understood from the original. The 

translation will always be a hybrid text, but it might employ various domesticating or 

foreignizing techniques to attempt to achieve its intended skopos. The target text will 

necessarily have a different effect to the original one; the translation, therefore, 

consciously looks back to the source text, yet keeps one eye on the target. According to 

Steiner’s hermeneutic motion, then, the role of the translator is to develop a message that 

fuses interpretations from the source text in relation to his/her position in the world, 

appropriate the text for the implied spectator in order to transfer the message from one 

culture to another, and return something to the source text by creating a hybrid text that 

exposes new meanings in the original. Having completed the hermeneutic motion, the 

translator has written an ethical text, and, as the new author, leaves the process when the 

text is received and re-interpreted by others.

2. The translator as draniaturg

The term ‘specialist’ translation, used above, commonly serves to refer to legal, 

scientific, medical texts etc. But, of course, the translation of a script for performance 

brings the translator into contact with a text-type that is no less specialist. In terms of the 

concept of skopos, not only do different text types have different skopoi in their original, 

but the translator perhaps has a different intended function for the text. Where a play by 

Plautus, for instance, was intended for performance, it is possible that a translator of 

Plautine plays only intends for the play to be read in translation, or that it should serve 

an educational rather than dramatic purpose. In this case, the earlier stages of the 

hermeneutic motion are perhaps acceptable if the translation is coupled with explanatory 

notes on the socially and culturally-charged language of the original. Without such 

notes, readers will understand the plot, but will not be presented with the knowledge to 

interpret below the surface. Furthermore, with a translated text to be read, that particular 

text does not change, and this creates for the reader an invariable, an object that remains 

fixed while their knowledge and experience expand and alter, opening up new 

discoveries in the same text. However, the text to be performed, situated as it is in the
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ephemeral moment that is performance itself, has an entirely distinct and problematic 

skopos. The skopos of the translation is that it has to be ‘performable’. While the 

hermeneutic motion is broadly relevant for the theatre translator, and while the role of 

the theatre translator ends when the translation is received by the audience, the 

translation process is not complete until the performance is staged, meaning that there is 

not one but multiple overlapping hermeneutic motions taking place. The notion of what 

is required of the translator, therefore, becomes much more problematic for the theatre 

translator.

2.1 The other signs

The development of semiotics has followed much the same pattern as hermeneutics 

through the force of reader-centred systems, such as Barthes’ ‘death of the author’. 

Within the context of theatre semiotics, this has, of course, sparked new theoretical 

criticism around the authorial role and ownership of the playwright, and indeed, the 

theatre translator in the performance process. While the previous section on the written 

text was concerned to explore how a text is interpreted, and thus translated, by studying 

each part and the whole synchronically and diachronically from the perspective of the 

reader’s existence in a specific time and place, the act of performance ‘is a density of 

signs and sensations built up on the stage starting from the written argument’ (Barthes, 

cited in Ubersfeld 1999: 7), where the performance text fills in the gaps left by the 

written text. Each of these signs merges into one performance from which the audience 

bases its understanding and interpretation. However, as Sirkku Aaltonen argues, in 

reference to Pavis’ categorisation of the production of performance, including text, 

gesture, music and costume:

Theatre translation, if understood in its narrower sense as comprising only the 
movement of written texts, would be included only in some of the above forms of 
interaction. Moreover, the usefulness of the categorisation is rather limited for 
the study of theatre translation if other elements of the production were excluded, 
since the ways texts have been combined with acting styles, settings, props, 
lights, music, backdrops, and so on in the intercultural exchanges would offer 
more valid results. The overall significance of the entire production should thus 
not be ignored, as the individual elements receive their readings in context. 
(2000: 16)



47

However, while it is true that the script cannot be separated from the entire performance, 

Aaltonen is essentially arguing that the audience’s perception of the script is influenced 

by the presence of other signs. This may be primarily a concern for performance 

reception, but it does not offer any analysis of the practical role of the theatre translator 

in the process of semiotic delivery, development and exchange.

Nevertheless, an awareness of the roles of the other signs, and the possibilities 

that the other authors of performance can create, allows the translator to visualise how 

the script can be transformed during the mise en scene, in other words to develop a sense 

of the paraverbal potentials of language in performance. Broadly speaking, we can, for 

the purpose of this section, and in the context of the practice that underpins this 

theoretical discussion, divide theatrical signs into technical ones and human ones, where 

technical signs include lighting, set, costume and props, and human signs, those 

constructed by actors on stage, include voice and gesture. In terms of the technical 

signs, each technical team aims to produce specific effects in order to provoke certain 

reactions in the spectator and enable them to decode the performance and infer an 

interpretation, and these effects can be divided into five principal sections: location, 

time, mood, character and action. They work separately and together to produce a set 

that places the performance in a given time and place, that reflects the feelings of a 

character and his/her background, and that heightens all the dramatic moments in the 

plot and action. In other words, they creatively interpret their reading of the play to 

construct a mise en scene through which spectators ‘do not have absolute liberty to 

interpret as they will’ since the performance initiates the audience’s conversation with it 

(Shevtsova 1994: 11). Handbooks for professionals, such as lighting, costume and set 

design, all agree that the initial task of the designer is to analyse the play by 

researching its author and background (the author being the original writer in the case of 

a translated text), by studying the characters to learn about their thoughts, feelings, 

development and relationships with others, and by gauging their own reactions to the 

play. On the one hand, this means that the manager of each sign searches for either 

implicit or explicit codes in the script to encode them into the performance. On the other 

hand, each manager simultaneously experiences his/her own unique hermeneutic circle 

and motion which will each be different. The translated script is fluid and it will not

32 See, for example, Bicat (2006: 23), Brockett (2000: 323), Morgan (1995: 81) and Thorne (1999: 79).
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offer one concrete interpretation. However, for the most part, these technical signs 

become invariables in the final performance, their effects becoming fixed, giving the 

audience of each subsequent performance the same visual allusion.33

The script, then, is the object of multiple interpretations to create more or less 

fixed signs, and the written text is the concretised translation that results from the entire 

process of the hermeneutic motion. However, ‘the linguistic signifiers, like other 

signifiers and signs, are not pre-existent; they only come into force during the 

performance’ (Elam 1977: 158). According to Elam, words have no meaning until they 

are uttered by the speaker. The only sign that is attributed to the playwright or translator, 

the language, has no encoded meaning. Furthermore, the audience receives these words, 

with all their extra-textuality, and deciphers them in this precise moment in which the 

words are uttered and immediately ‘dissolve and fall back into the great public reservoir 

of language where [the dramatist] originally found them and where they resumed their 

referential status as signs’ (Calderwood, cited in Elam 1977: 155).34 The script returns 

to its meaningless form. However, this is, in a sense, necessary for performance, as 

Artaud argues in terms of the collaboration between language and gesture:

[L]et words be joined again to the physical motions that gave them birth, and let 
the discursive, logical aspect of speech disappear beneath its affective, physical 
side, i.e., let words be heard in their sonority rather than be exclusively taken for 
what they mean grammatically, let them be perceived as movements, and let 
these movements themselves turn into other simple, direct movements as occurs 
in all the circumstances of life but not sufficiently with actors on the stage, and

33 In general, at a given theatre, the set, properties and costume will remain much the same for the duration 
of the show’s run. Lighting, however, is dependent on the theatre’s equipment. A lighting console allows 
the lighting designer to programme a sequence of lights for specific scenes, including the timing of 
dimming between each segment. If there is no programming option, the lighting operator manually 
changes the lighting state, which is, of course, open to error. However, since acting cannot be fixed, what 
the actor does with all of these signs may alter their significance and effect for different performances. If 
the actor uses the set or props in a slightly different way, the sign, with a new connection to language and 
gesture, may create new meanings. They can, for example, stand at an unintended point on the stage 
which is not properly lit for the intended effect. This can cause anything from the audience’s ‘blending 
out’ of a performance, as they realise the lighting is not natural, to altering the subtext of a character’s 
lines. The absence of one sidelight directly on the actor, for example, can create, for one side of the 
audience, an unintentionally ominous tone. The technical signs, then, can be more or less fixed, but their 
engagement with the performance is not.

34 However, as Carlson’s concept of ghosting suggests, some words can take on a canonical meaning, 
haunted by past performances and so do not return meaningless to the reservoir of language.
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behold! the language of literature is reconstituted, revived, and furthermore [...]
objects themselves begin to speak. (2000: 442)

Artaud maintains that gesture, together with orality, revitalises language and brings new 

meanings and interpretations to a given script. The dominant variables, then, aside from 

the spectators’ interpretations, are the actors and their signifiers, the human signs. Their 

orality and physicality cannot be precisely the same for every performance. 

Furthermore, like every other collaborator in the process, the actor brings his or her own 

interpretation to the performance and projects it through language and gesture. In 

performance, the script is dependent on the actor to evoke his/her interpretation, but this 

interpretation is subject to the ephemerality of time and space since ‘[the] word in its 

natural, oral habitat is a part of a real, existential present [...]. Spoken words are always 

modifications of a total situation which is more than verbal. They never occur alone, in 

a context simply of words’ (Ong 1982: 100). Words, intertwined in the tension between 

their textuality, orality and gesturality, are therefore part of a larger non-verbal 

framework, perhaps a theatrical, social, cultural or political one, and once again cannot 

be separated from the time and place, in which they are uttered - effectively, the 

rigorously present moment of performance.

2.2 Performability

That the translated script, open to multiple interpretations, sits within the collaborative, 

complex and ephemeral web of signs of a mise en scene that cannot be separated, or 

meaningfully studied in its individual parts, means that research into the relationship 

between the written and performance texts is problematic. This unpredictable process 

lies at the very heart of the performability debate, chiefly as we have noted between 

Susan Bassnett, who opposes the term, and Patrice Pavis, a debate which questions 

whether the translator can influence the other signs, and, indeed, in contradistinction to 

Pulvers’ argument that the translator ‘has to direct them in the mind as one translates’ 

(1984: 24), whether s/he should even consider the overall semiotics of performance.35

35 While the translator is the author of the written text, the director is seen as the principal owner of the 
performance text. There is no standard definition of the role of the director, nor has the relationship 
between the director and translator been established, but accounts of various practicing professionals can 
offer a general outline of the director’s work (see, for example, Luere 1994). Brockett gives five principal 
roles: ‘Ordinarily, the director (1) decides upon the interpretation of the script and a production concept 
that will shape its staging; (2) casts the actors; (3) works with designers; (4) rehearses the actors; and (5)
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This debate, unlike the study of audience reception of the entire performance, focuses 

squarely on the role of the translator, and seeks to determine whether the translator can 

encode some sort of performance instructions, or gestic text, in the translation, which 
would then filter into the other signs.36 Essentially, those who resist the notion of 

performability argue that an application of translation theory at a textual level can 

sufficiently allow the translator to create a text that is fit for purpose. The translation of 

a script, like the translation of a novel, is finished when it is read by a recipient, and the 

managers of various signifiers become, in a sense, the new authors, and the performance 

is final when it is viewed by an audience. The division between the translator and the 

performance is clear-cut: after completing the translation, the translator is no longer a 

part of the process, and the script, when the words are lifted from the page, has fulfilled 

its role as a sign.

Susan Bassnett, in her post-1985 research when she began to reject the concept of 

performability, a notion that is, in her opinion at that time, an ‘implicit, undefined and 

undefinable quality of a theatre text that so many translators latch on to as a justification 

of their various linguistic strategies’ (1985: 101), argued that the translator should only 

be concerned with the written text, particularly the deictic units, not with the overall 

performance. Her two major arguments against performability arise firstly from other 

definitions that condone giving a literal translation to a playwright with no real 

knowledge of the source play or culture so that s/he can make the translation 

‘performable’, which can lead to substantial adaptation, and, secondly, from other

integrates all of the elements into a finished production. In the first of these functions, the director may 
work closely with a dramaturg, if one is available, or may choose to work alone’ (2000: 322). The 
director, therefore, relates their interpretation to the rest of the team, and works with actors on their verbal 
and non-verbal representations of the text while the technical teams use this interpretation to analyse the 
text, creatively reproducing this into the set design and effects before gaining the final approval of the 
director.

36 The notion of the gestic text derives from Brecht’s idea of gestus, which ‘is not supposed to mean 
gesticulation: it is not a matter of explanatory or emphatic movements of the hands, but of overall 
attitudes. A language is gestic when it is grounded in a gest and conveys particular attitudes adopted by 
the speaker towards other men’ (Brecht 1964: 104).
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definitions that argue that there is a concealed gestic text hidden within the script (1991:
102).37

However, while these points are largely subjective, her argument that there is no 

universal gestic text embedded in the script is more problematic since there has been no 

concrete evidence to suggest otherwise. Patrice Pavis, on the other hand, argues, that 

‘theatre translation is never where one expects it to be: not in words, but in gesture, not 

in the letter, but in the spirit of a culture, ineffable but omnipresent’ (1989: 42), and he 

further rejects Bassnett’s notions that a translation is a source text-orientated exercise, 

proposing instead that the translator is concerned with the future ‘enunciation’ of the 

mise en scene, in other words, the target performance. The translator is not concerned 

with gestural patterning of the original text, but seeks to create a culturally-encoded 

performance text in the translation that can be read and acted upon by the other co

authors of performance.

In an effort to offer a model of how the translator writes a text that considers the 

mise en scene, Pavis describes four stages of enunciations that occur in translating for 
performance. His model begins with T°, the original text that is ‘readable only in the 

context of its situation of enunciation, especially in its inter- and ideotextual dimensions, 

that is, in relation to the surrounding culture’ (Pavis 1989: 27). In other words, the 

translator considers the play in its own time and place, as we saw in the first stage of the 
hermeneutic motion. To achieve the translation T1, then, ‘[tjhe translator is a dramaturg 

who must first of all effect a macrotextal translation, that is, a dramaturgical analysis of 

the fiction conveyed by the text’ (1989: 27). Included in this process should be a 

consideration of the plot, characters, time, space and context. The next stage in the 
process, T2, ‘must incorporate a coherent reading of the plot as well as the spatio-

37 On this first point it is worth mentioning the success of the Greek translations and adaptations which 
were discussed in the Introduction. Many of these were written by playwrights with little, if any, 
knowledge of the original language; however, not only were they commercially successful, they were 
successful because of the effect they had on the target audience. Of course the translator should work with 
the written text, but there appears to be another crucial dimension that leads to many performed and 
unperformed translations of the same play, and that seems to have a direct correlation with professional 
and amateur creative writers. Philosophically, it is unethical to translate without being equipped to enter 
into the source culture and text and go through the hermeneutic motion; on the other hand, these 
playwrights have kept the plays alive through their translations, and there is perhaps an element of 
necessity here if not all translators have the skills to write for performance.
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temporal indications contained in the text, the transfer of stage directions, whether by 

way of linguistic translation or by representing them through the mise en scene's, 

extralinguistic elements’ (1989: 28). Finally, T3 is defined as the ‘concretization by 

stage enunciation’ (1989: 28) or, in other words, testing the process that took place 

during the translations T1 and T2 on stage; T4 embraces audience reception. The model 

is jargonised but it can be seen as an extension to Steiner’s hermeneutic motion, 

outlining a more accurate account of the theatre translator who is involved at every stage 

of the mise en scene. Significantly, the translator here is associated with the dramaturg, 

and this association with another role in the semiotic process, one which has sparked 

recent documentation by practitioners of their own dramaturgical and creative input, 

goes some way towards exploring his/her role in translation.

2.3 The dramaturg

'Dramaturgy’ in itself is a problematic term which has so far resisted a universal and all- 

encompassing definition, but recently there have been some interesting attempts to draw 

out some of the underlying cohesions across societies and practitioners. Cathy Turner 

and Synne K. Behrndt, for instance, while acknowledging that it is currently impossible 

to provide a comprehensive study of such a vast and emerging area (2008: 1), discuss the 

various roles of the dramaturg in the United Kingdom as recorded by practitioners. In 

general, according to their findings, the dramaturg sits between the writer and 

performance. Although they note the correlation between the dramaturg and the literary 

director, they conclude that ‘[i]n conducting a literary analysis we might view a play as a 

self-contained system of meanings, whereas in doing production dramaturgy we consider 

what possibilities and challenges the play opens up when thought of as a living
TO

composition in time and space’ (149). Therefore, it is already becoming clear that the 

role of the literary analyst is more akin to those notions of text-centred translation. 

Echoing current arguments in theatre translation studies, Turner and Behrndt argue that 

the dramaturg looks beyond the text and situates it in a specific context where it works in

38 Like the dramaturg, the role of the literary director is contested ‘because no two institutional cultures 
and artistic policies are identical’ (Luckhurst 2006: 11), and it is impossible to precisely define this job. 
Nevertheless, the job of the literary director is more established and commonplace in the United Kingdom, 
and various practitioners have documented their various tasks showing that the ‘literary manager tends to 
place a stronger emphasis on supporting and nurturing the playwright’s creativity’ (Turner and Behrndt 
2008: 121), and, unlike dramaturgs, do not usually work in the performance process.
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performance and where it collaborates with other systems. Furthermore, although 

research in the area is limited, they do suggest some exact tasks of the dramaturg, ones 

which attempt to define more concrete authorial boundaries; they argue, for example, 

that the dialogue between the director and dramaturg ‘concerns the search for the 

language, the ideas and the dramaturgical themes that can frame the production. In this 

conception, the dramaturg develops the director’s ideas and helps to re-imagine, edit and 

rewrite the text’ (152); according to this, then, the dramaturg’s role is to work with the 

script at a performative level and with the director in the collaborative process that is the 

basis of theatre-making. Transferred to the role of the translator, this suggests that 

scripts can be unperformable, or perhaps less performable, within a specific given 

context, and that translation is a collaborative act which extends from the written script 

to the rehearsal room.

This role of the dramaturg is closer to the European concept that has strongly 

influenced the development of the profession within America, and research in these 

cultures has been more profound and precise than that carried out in Britain. ’9 Bert 

Cardullo asserts that in order to fulfil the duties of a dramaturg in America, s/he must 

serve ‘as script readers, translators, theatre historians, play adaptors or even playwrights, 

directorial assistants or sometimes apprentice directors, critics of works-in-progress, and 

talent scouts’ (1995: 4). The dramaturg is present at every phase of the process, from 

page to stage, and acts as the historical and theoretical expert of the source text, the 

writer, and artistic collaborator. Cardullo continues that in the case of a new play, the 

playwright should be present and the dramaturg should discuss any changes to the 

dialogue and plot with them. Evidently, for an old play, or perhaps a new foreign play, 

the playwright cannot be present, or most likely cannot translate the play themselves into 
the target language.40 According to Turner and Behrndt, dramaturgs in the United 

Kingdom are most often associated with developing new writing; however, when

39 Contemporary dramaturgy dates back to eighteenth-century Germany where Gotthold Ephraim Lessing 
was the first to officially work under the job title of dramaturg, and where he ‘supervised the selection of 
plays, advised in their staging, and translated some French and English works, in addition to writing 
criticism of each play performed’ and writing new plays (Cardullo 1995: 6). This role as in-house 
dramaturg expanded into large and established theatres in Europe, a tradition that shaped the careers of 
great playwrights including Brecht, but took much longer to be integrated into English-speaking theatres 
of the United States, and particularly the United Kingdom.

40 Of course there are exceptions, as in the notable case of Samuel Beckett.



54

choosing a play for translation, especially if it is an established or canonical play, it is 

often assumed that the script, in terms of its plot, structure, themes and characters, is 

ready for performance and does not need nurtured in some way. Yet Leon Katz states 

that one of the eighteen key skills he believes should be possessed by a dramaturg is 

'[t]he ability to read and translate plays from, ideally, several foreign languages but as a 

minimum one, and the even more valuable ability to adapt the translated text into stage

worthy dialogue in English’ (1995: 13).

In this respect, then, it is useful to consider the theatre translator in terms of the 

European and American dramaturg whose role is closer to the reality of a working 

theatre translator. A translator of drama is not a playwright; only in very rare cases 

would s/he work with the author in order to develop the playwright’s linguistic or 

theatrical skills; and, normally, the translator, depending on their translation strategy, has 

limited control over the plot, characters, and themes (this admittedly begs the question of 

the apparent frontiers of adaptation and translation: but for the purposes of this study, 

very briefly, translation is seen as a first-wave activity after which some measure of 

adaptation is necessary as the new text is girded for performance). As we have seen, 

however, such constraints are no less operative within the parameters of the dramaturg, 

whose role is prescribed to the study of the original play in its own performative context, 

to discovering the new purpose of the play in the target context, that is, to create a new 

framework for the play, to making changes to the linguistic make-up of the script as 

necessary within the new framework, and, finally, to working with the director and 

actors to turn the play from script into performance. In the same way that a translator of 

novels recreates the work as a piece of creative writing, the translator of theatre writes 

for the stage. In other words, the drama translator is not first and foremost a translator 

but rather a dramaturg with the capacity to translate from one or more foreign languages, 

cultures and times into another.

2.4 The dramaturgical consciousness of the translator

This takes us near to the nub of the matter. If we accept these characterizations of the 

role of the dramaturg, then we can assert that it is a dramaturgical analysis of the source 

text that the translator undertakes. And although, as we noted, the role of the dramaturg 

has not yet been fully theorised or definitively conceptualised, there is a clear correlation
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between this task and the task of the theatre translator. The final portion of this chapter 

explores the parameters of these tasks, and outlines the general objective of the 

contemporary theatre translator and the areas of the script in which dramaturgical 

engagement is most acute.

The ultimate goals of this dramaturgical consciousness that inhabits and vivifies 

the translator’s task are both ethical, importing into the new performance ‘that intended 

effect upon the language into which he is translating which produces in it the echo of the 

original’ (Benjamin 1969: 77), and functional, thereby allowing it ‘to enjoy the same 

impact’ in performance (Johnston 1996: 63). Emerging from this dramaturgical 

consciousness are numerous possible decisions, mainly contingent upon the specifics of 

the performance event and environment, that can also lead to a multiplicity of effects. 

This, of course, goes some way towards explaining why it has become common for 

directors to request a new translation for their own productions (Christopher Hampton, 

cited in Baines and Perteghella 2011: 176), and why there is a tendency for foreign plays 

to be subject to multiple translations across the world, much more so than novels where 

one or two translations tend to assume the status of canonical in a given language.

So we move from afterlife to afterlives, constant re-infleshments without which 

the original becomes stale and dies. Although any play, when it is assigned to print, 

assumes at least the illusion of permanence, each performance of the same script will be 

unique, changing and fluid since performance ‘repeats endlessly and it never repeats’ 

(Jackson 2004: 15); each translation, moreover, is essentially a new performance of the 

fixed text. The ephemeral is the shifting terrain on which the translator, like all theatre 

practitioners, works, and it is rare to find a translation written for a specific moment in 

time that enjoys anything longer than a comparatively short shelf-life. The 

dramaturgical consciousness of the translator may well mean that s/he will accept the 

inevitability of this, and by the same token that s/he is working with the text, making 

dramaturgical decisions, not to predict or propose a mise en scene, but rather ‘to make 

the mise en scene possible’ (Sallenave, cited in Pavis 1992: 145). Unlike translated 

novels, more frequently subject to a brand of ‘textual fetishism’ (Ubersfeld 1999: 6), 

where one translation is given canonical authority over others, theatre translation tends 

to reject this confinement, so that practitioners seek to write translations that strive 

towards the overarching purpose of art itself, that is, to offer new ways of looking at the
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text, the world and ourselves. In this sense, this approach is wholly dependent on a 

specific society, where spectatorship is characterised by cultural and linguistic 

embedding, and where a new way of looking at the world is further dependent on 

frameworks of socio-temporal and aesthetic literary norms. David Johnston categorises 

this idea of the temporal frames of performance as follows:

There is the moment in which it is written, which of course may or may not be 
the moment in which it is set; there is the moment in which the play, or its 
translation, will be performed, and the moment of performance always takes 
place in the here and now; and there is the over-arching dimension of what gives 
the play its purchase, the reason why, over time, the play has accumulated its 
reputation, what Benjamin would have called its “aura.” Sometimes the play has 
its own aura, the cumulative effect of a performance history [...]. (2007b: 9-10)

The new translation of an old play sits between this tension of frames; frames that can 

shift whenever a new translator writes a translation, when the locus of performance 

changes, when a society evolves through political or cultural developments, or indeed, 

when another version alters how we approach the original play. This is, of course, the 

central idea behind Gadamer’s hermeneutic theory which reconceptualises the 

hermeneutic circle as interpretations shift over time in response to translators’ changing 

historical consciousness and their ongoing conversation with the text. Furthermore, 

Steiner’s hermeneutic motion requires that translators bring their own framework 

towards the source text so that a textual hybridity is established as the conductor between 

the source and target texts.41 However, as discussed earlier, the hermeneutic motion 

does not account for the semiotic complexities of theatre or for the linguistic decisions 

the translator makes in relation to other signs. And although the translation of a play 

might create an effective hybrid text, ‘[stage] language does not simply mean: it does'

41 In theatre translation, this concept can perhaps be more accurately discussed in terms of Brecht’s idea of 
Verfremdungseffekt, an acting technique discussed in his article ‘Alienation Effect in Chinese Acting’ (see 
Brecht 1964) that seeks to break down the ‘fourth wall’ between actors and audience to prevent spectators 
from becoming passive observers. In this sense, the translator brings the spectators into the play through 
certain domesticating techniques that makes it relevant to them, but, in order to make them reconsider 
whatever message the translation is trying to evoke, the translator challenges the notion that ‘the home is 
the one ideal place for working things out realistically’ (James Ellenwood, cited in Chaudhuri 1995: 8), 
and distances the audience by foreignizing the script, allowing spectators to leave the comfort of their own 
society so they can view it as a foreigner, or a tourist.
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(Johnston 2007a: 88);42 good translations of plays, in terms of their hermeneutic 

sophistication at least, are not necessarily performable.

2.5 Performable language

Johnston’s allusion to the activeness and performativity of language clearly draws upon 

J. L. Austin’s speech-act theory, with its emphasis on the locutionary, illocutionary and 

perlocutionary forces of a word or phrase, where the perlocutionary, in particular, is 

crucially concerned with the effect that words ultimately have on the receiver, or how 

they ‘enact their world-creating power in the moment of utterance’ (Jackson 2004: 3). 

Stage language can both provoke affective and cognitive responses in the spectator, and 

conjure up images and connotations that extend and enrich the performance of the actor; 

in that way, stage language performs the world of the play. This is the sense of 

performance, which embraces spectator and performer experience alike, that the 

translator aids and abets, manipulating dialogue to achieve particular effects and shape 

spectators’ reception. Such effects are, of course, both ephemeral, in terms of the theatre 

event itself, and contingent upon the particular demands and opportunities offered by the 

individual play, but nonetheless generalisations that are of wider significance may be 
drawn.

Stage language is undoubtedly most effective if the dialogue is rooted in the 

naturally-occurring speech of the audience, creating for them a performance world which 

is real in terms of their own context, since ‘expectations about well-formedness in 

everyday speech form the benchmark against which aberrant and incongruous discourse 

can be measured' (Simpson 1998: 41). In other words, the natural language of the 

characters performs the act of situating the audience within the reality of the play, and, 

therefore, incongruities in this language act as markers which perform another function, 

that of humour, dramatic intensity, suspense, dislocation, negation etc. It is in this 

tension between stage language as naturally-occurring speech and the linguistic marking

42 It is particularly in this sense that May-Brit Akerholt acknowledges the cohesion between the role of the 
translator and that of the dramaturg from her practice in both areas: ‘A translator’s word choices should 
not be based on the lexical meaning of the original, but on the dramaturgical readings of how those words 
will perform or function on stage, their effects on the character/s who receive them, the impetus for action 
- or lack of - that they engender, their emotional impact - or lack of - in the moment’ (2011: 22). Like 
the production dramaturg, the translator considers the stage presence, not just of the characters, but of the 
language itself.
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of these dramatic actions and effects that we can begin to locate performability. Through 

this tension spectator perception may switch, blending in and out of different temporal 

and/or cultural planes of experience. Although the switch from natural to highly-marked 

language or speech may in some cases be evident to the actor through the dialogue of the 

script, it may of course also be incorporated through stage directions or careful use of 
punctuation.43 Although w'ords may only approach clearer significance when they are 

inflected through speech, and although they remain incomplete without expression or 

gesture, written language still has a function; in the case of the translator who is working 

towards performance, it is the blueprint for what will be brought to life, and it is by 

writing dialogue within its intended context that the translator makes possible the 

interpretation in the mise en scene.

In his discussion of the art of play writing, Noel Grieg reminds us that ‘language 

summons up the essence of the time/place of the story’ (2005: 132); however, although 

the characters will speak to a certain extent with the naturally-occurring language of the 

target audience, or a section of the audience and society, stage-language is not real 

language, and in particular it should not normalise or excessively domesticate what is on 

stage. Rather, it challenges, develops, extends and enriches everyday language (152). A 

primary method for locating a play through dialogue are the accents that are ascribed to 

each character, but the choice of accent is not coincidental: the playwright or translator 

questions their decisions, including the geographical origin of the character’s accent, the 

reason for choosing this accent, and its function.44 The accent, and also social class, will 

determine much of the speech patterns, rhythms, vocabulary and idiomatic features of 

the character’s dialogue since ‘variations in language not only mark their speakers as 

belonging to particular social groups but also participate in the process of privileging or 

subordinating their members’ (Carlson 2006: 24), and it is necessary to express what the

43 The rhythm of the character’s speech, for example, could be altered through the use of commas as 
pauses or we might draw attention to a change in accent by stating it in the stage directions while at the 
same time writing the dialogue to accommodate the new accent. See, for example, Clare Finburgh (2011: 
241 ff) who discusses her use of punctuation to indicate to actors how they should read the line.

44 Accents are markers of a specific location, and there are ethical issues involved in creating a character 
from a specific area: what does this character say about people in general from that area? Stereotyping can 
propagate discrimination against particular groups, but it can also conversely dissolve stereotypes 
themselves by bringing extreme or false perceptions to the fore. Of course, almost anything is acceptable 
in theatre, but the writer should be aware of the risks involved in locating characters.
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character wants to say in the words of someone from a given location. However, as 

Grieg reminds us, the language of theatre is the language of the poet (2005: 132); it is 

aesthetic and it stretches the common language and creates the excitement that forms the 

dynamic of performance. Pavis puts it another way: [t]he danger of banalization lurking 

under cover of the text that ‘speaks well’ [...] lies in wait for the mise en scene' (1992: 

143). Language goes beyond the concept of ‘speakability’, a notion often connected to 

‘performability’; although actors must evidently be able to utter the dialogue, language 

has a much larger role to play. It is therefore insufficient to create a character based on 

the conventional linguistic stereotypes that have developed. Language, like theatre, is 

ephemeral, and not only do words and phrases develop or become dated, but meanings 

and connotations change over time, and, furthermore, these variations can occur within 

social groups in the same society.45 This transformation of language not only reinforces 

the need for retranslations of the same play over time, but, to quote Dennis Potter, ‘[t]he 

trouble with words is that you don’t know whose mouths they’ve been in’ (in Grieg 

2005: 156). The translator cannot control the historical connotations that words may 

have for spectators as individuals, but s/he can choose words according to their dominant 

meaning within the specific target society which work in relation to the character’s 

social class, background and geographical location.

Grieg further advises the playwright to let emotion ‘bubble away under the 

surface’ (2005: 147). The language of the script not only has a performative role in 

terms of the effects created in and through the language, but it also contains and 

communicates the subtext of the character’s thoughts and feelings in relation to the rest 

of the play. Each recipient of the text, be they spectator or actor, may conclude that a 

character has a specific emotion that can be discerned from a line of dialogue depending 

on how they interpret the character and play as a whole since, as Gay McAuley notes:

45 We can see this most clearly in contemporary productions of Shakespeare, many of which, to 
compensate for the dated language, either strengthen the connection with the audience by updating the 
paraverbal elements, or adapt the language of the play altogether. The most evident example that comes to 
mind is Baz Luhrmann’s film version of Romeo and Juliet. Family conflict is transformed into a more 
familiar corporate war which is inferred through the shot of two skyscrapers bearing the names of the two 
families; this theme becomes more believable to audiences today and allows spectators to engage with 
Shakespeare’s play. Furthermore, the introduction of guns, cars and modern dress draw the audience in so 
they can relate to the plot without blending out due to the ‘foreign’ dialogue.



60

[The] story and characters are not already present in the playwright’s words, but
have to be constructed with those words and other things by the actors and by the
wise en scene, for the same words can tell many different stories in the theatre.
(1995: 110)

The demands of character and the colour, tone and rhythm of idiolect are of clear 

concern to the translator, but there is always the danger of over-translating in the case of 

theatre translation. It is a truism that good theatre writing is rhythmical, but is also 

paused and spaced: there needs to be room in the dialogue for the actors, to ‘[discover] 

how much they can do with a very few words, providing always that there is a clear 

indication within the scene as to their inner feelings and motives’ (Ayckbourne 2004: 

37). In other words, translators encode into the script the hermeneutic interpretation - of 

character, setting and interaction - upon which the translation is based.46 This in itself 

does not impose a new fixity on the text, but it certainly does shape it for the particular 

production. It is helpful in this sense to remember that a play in translation is a work in 

transition, already subject to an ongoing process of interrogation, evaluation and 

adaptation. Moreover, the entire mise en scene cannot be fully incorporated into the text 

since new meanings will be created once the words are uttered by the actors and between 

the characters, and when the set and technical effects are added; furthermore, we are now 

entering the province of the director. But, in common with the musical script, the 

dramatic one can provide the other collaborators of the play with solid scaffolding from 

which they can begin to build the script into a performance.

My own dramaturgical consciousness and decisions form the basis of the 

following two chapters where I explore my interpretation of Casina and document how I 

use the language of the script to encode my understanding and further create a 

performable script that is geared simultaneously to draw in and alienate its audience. 

This of course is not the end of the process for ‘[i]t may only be in the rehearsal room

46 Although it has been argued that there is no mise en scene inscribed in the source text (see Pavis 1992: 
154), Mick Short (1998) makes a strong case towards the automatic incorporation of hidden stage 
directions based on the surrounding elements of the rest of the text. He argues that what is said by the 
characters and in the stage directions leads the actor to infer what is meant and how the character is feeling 
in terms of the context of the utterance; this in turn means that the actor will behave in a certain way, will 
use a limited range of gestures and body language, and it will further determine where some of the props 
should be placed on the stage; the meaning that the actor inferred from the line will then undoubtedly 
influence speech, including intonation, pronunciation and speed of delivery; finally, the dialogue and 
context of the character in the play may inform us of its appearance, age, style of dress, and so on.
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that the translator becomes fully alive to the potentialities of performance - for better 

and for worse - that are encoded into his or her own playscript’ (Johnston 2004a: 34); it 

is the testing ground of the rehearsal room that offers the most potential for research into 

the place of the translated script as one element within the myriad sign-system of 

performance. This chapter has been concerned to outline the role of the translator and 

some of the theoretical and practical assumptions underpinning it. However, the 

question still remains unanswered as to the extent that translator-based decisions are 

realised, impeded or otherwise affected by other performance codes and signs. Does the 

embedded interpretation, which the translator believes s/he has encoded, affect how the 

new interpreters (director, actor and technicians) perform, and therefore, does this mean 

that the translator should actively consider the other signs in the process of translating? 

With no real practical research carried out in this area, it remains impossible to close the 

performability debate, if indeed any closure is really possible. Chapter Four, therefore, 

which discusses rehearsals, the performance and audience feedback of Casina, derives in 

great part from my personal experience and knowledge of the translation process 

(interpretation and strategies), my presence in the rehearsal room, where I witnessed the 

decisions of the director and actors, and the advantage of garnering some sense of 

audience reception, to trace how my translation allowed my interpretation to be realised 

in the mise en scene.
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Chapter Two
Translation: Interpretation and Transformation

Nam peculi probam nil habere addecet clam 
virum, et quae habet, partum ei baud 
commode est, quin viro aut subtrahat aut 
stupor invenerit.47 (Myrrhina, in Casino)

We have noted how, in the first stage of the hermeneutic motion, the translator enters 

into the source text in search of meaning. The translator who ends the cycle at this point 

attempts to enter into a faithful marriage with the original, striving to preserve what he or 

she believes to be as close to the letter of the source text as possible. But ultimately, the 

marriage is an unequal one; the translator, like the ideal Roman wife, rejects any notion 

of bringing his or her own property, or spatio-temporal existence, into the relationship, 

and the original text thus becomes the omnipotent controlling husband, the master of the 

process. It is central to both the hermeneutic motion, and the discussion of the actual 

translation of Casino that follows, that the translator subverts hierarchies and fights with 

the original text and author for his or her right to have a voice in order to regain some 

power and develop a relationship which is preserved, not simply through one-sided 

communication, but mutual conversation. In other words, the translation does not solely 

reflect the source text and culture, but is also impinged upon by the reception of the 

target environment.

Lawrence Venuti notably argues for a hermeneutic model of reading translations 

as opposed to instrumental models, which he previously calls communicative models 

(see Venuti 2007), on the grounds that the latter (Nida’s ‘equivalence’ for example) 

proposes that translation communicates in the target text some invariable found in the 

source text. He argues, since the translator has to first establish an ‘invariant’, a

47 ‘A wife shouldn’t have private property from her husband, and if she does it’s because she hasn’t got it 
properly, but has stolen it from him or wronged him’ (Cas. 199-20). All translations from the Latin of 
Casina in this thesis are my own unless otherwise stated. Furthermore, the translations of segments of 
Casina in this Chapter are offered for ease of understanding, but are not taken from the appendices of 
translation drafts that accompany this research.
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definition of which will vary according to the norms of different times and societies, that 

translation does more than simply communicate (Venuti 2004: 484):

Any communication through translating, then, will involve the release of a 
domestic remainder, especially in the case of literature.48 The foreign text is 
rewritten in domestic dialects and discourses, registers and styles, and this results 
in the production of textual effects that signify only in the history of the receiving 
language and culture. The translator may produce these effects to communicate 
the foreign text, trying to invent domestic analogues for foreign forms and 
themes. But the result will always go beyond any communication to release 
target-oriented possibilities of meaning. (2004: 485)

Translation, then, is essentially an act of domestication which can potentially 

communicate the foreign; but the evocation and meaning of the foreign is conditioned by 

the preconceptions and prejudices of the target culture. This is, of course, the key idea 

behind hybridity and contemporary hermeneutics alike, where the translator presents the 

reader or audience with a text that allows it to travel backwards and forwards between 

the source and target cultures and an interpretation and translation that are subject to the 

translator’s spatio-temporal positioning with their resulting historical consciousness. 

However, Venuti expands on this hermeneutic model by citing an inclusive model for an 

ethical reading of translations that does not exclude instrumental concepts, but instead 

favours an attempt to verbalise the translator’s choices in relation to his or her 

‘interpretants’, that is the positions from which translators make their choices, conscious 
or not.49 Crucially, this model seeks to treat a translation, in terms of its genesis, as a 

work of literature in its own right that engages with, challenges and, perhaps, alters the 

aesthetic and literary norms of the target culture.

48 A ‘remainder’, conceived by Jean-Jacques Lecercle, is a term for variations in the target text which 
‘exceed communication of a univocal meaning and instead draw attention to the conditions of the 
communicative act, conditions that are in the first instance linguistic and cultural, but that ultimately 
embrace social and political factors’ (Venuti 2004: 484-5). In other words, elements that are not subject to 
cultural appropriation can only be, for example, narrative structure or character names.

49 Venuti develops this idea of the interpretant from the semiotician Pierce who developed Saussure’s 
concept of the signifier and signified. Saussure argued that a sign is inseparably made up of a signifier (a 
word) and signified (the concept depicted by the word in a given context) (Saussure 1983: 67). Peirce, on 
the other hand, offered a triadic model, consisting of the representamen, interpretant and object, since a 
sign ‘addresses somebody, that is, creates in the mind of that person an equivalent sign, or perhaps a more 
developed sign. The sign which it creates I call the interpretant of the first sign. The sign stands for 
something, its object' (Peirce 1974: 228). In other words, the sign is dependent on the cognitive 
representation by the individual person.
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Although this concept is primarily aimed at reading texts in translation, it can 

also be applied to translating texts in the way that it is alive to the three textual variables 

- intratext, intertext, and reception (Venuti 2011: 11) - areas that are frequently 

decontextualised in the translation process. In a sense, there is some common ground 

here with Jauss and Iser’s idea of ‘negation’, in particular in its exploration of how the 

writer challenges dominant cultural norms; however, Venuti’s work focuses on 

searching for shihs between the original text and target text to gauge how the translator 

has added new norms, thereby, unlike Jauss and Iser, moving away from a source-text 

reading to analyse the potential of the source-text through a reading of the translation in 

its target situation of enunciation. In other words, this concept looks at the three 

variables of a text not from the perspective of the textual and cultural signifier, but from 

how the translator arrives at the textual and cultural signified; this midpoint incorporates 

the translator’s ‘application of interpretants that recontextualizes the source text, 

replacing relations to the source culture with a receiving intertext, with relations to the 

translating language and culture which are built into the translation’ (Venuti 2011: 14).

Venuti identifies two types of interpretants that recontextualise a source text in 

translation, which he calls formal and thematic interpretants. On the one hand, ‘formal 

interpretants may include a concept of equivalence [...] or a concept of style’ (2004: 14), 

under which he includes research through dictionaries, or writing within a specific genre 

or discourse. On the other hand:

Thematic interpretants are codes: values, beliefs, and representations that may be 
affiliated to specific social groups and institutions; a discourse in the sense of a 
relatively coherent body of concepts, problems, and arguments; or a particular 
interpretation of the source text that has been articulated independently in 
commentary. (14)

Thematic interpretants are perhaps more difficult to decipher in the translation, and are 

undoubtedly more complex in translation practice. It requires close scrutiny on the part 

of the receiver to attempt to discern how the translator has recontextualised the original, 

and to discover the inscribed interpretation, by applying similar interpretants and 

searching for shifts between the source and target. There are clear limitations to such 

scrutiny in the sense that it is a critical rather than reader/spectator-based activity, but 

Venuti’s hermeneutic model does serve to allow the translator to make informed 

decisions on his or her translation strategies through an awareness of the different
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interpretants. It is a model that demands greater self-awareness on the part of the 

translator.

It is in this light that this chapter, then, looks at my interpretation of Casina and 

outlines the areas I intend to keep alive in the translation. This interpretation is very 

much rooted in my interpretants; it comes from a culmination of applying various 

contemporary theories, particularly reader-response theory, reading other translations of 

the same play and of Plautine plays in general, and researching other scholars’ 

interpretations currently available, many of which are now canonical. However, more 

specifically, this interpretation comes from an approach to the play that is firmly rooted 

within my relationship with the entire cultural semiotic system. We return here to the 

point made in Chapter One that the hermeneutic motion does not, in reality, take place in 

four different stages; as I conducted my initial readings of the text by considering the 

original cultural and theatrical context of which the play is a part, 1 developed an 

understanding of meaning and interpretation only through those strands that I could 

appropriate into my own society, because of my own society. Nevertheless, this chapter 

explores my interpretation in relation to the play’s own socio-historical context, 

attempting to demonstrate that there is meaning there, but with the conscious 

understanding that it was ultimately shaped by a much larger contextual situation. 

Chapter Three, where I discuss the specific problematics of translating Casina for the 

stage, offers a more specific account of this play in my own time and place which 

informed my interpretation, and which is also the basis for how I attempt to allow my 

new translation to engage with its new receiver.

The second half of this present chapter considers adaptations of Plautine plays by 

Shakespeare, Moliere, and current writers who have re-employed Plautus’ translation 

strategy of contaminatio. This section has two over-arching purposes: to gauge which 

Plautine elements appear to have remained popular throughout history, and to outline the 

tradition, in Benjaminian terms, the continuum, of which my translation will be a part. 

Firstly, consideration of the translation strategies of successful playwrights who have 

given Plautus an afterlife may provide us with a model for writing a translation that will, 

hopefully, be successful in the professional theatre. Secondly, these plays constitute the 

aesthetic literary norms that my translation will either strive to meet or negate. The 

audience will come to the performance with various preconceptions of the play, ranging
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in potential from those who know the original to those who hate the idea of watching a 

classical (or any) play in translation; according to Venuti’s model, my translation will 

engage with, and hopefully challenge, such receiving norms and preconceptions; 

therefore, my translation consciously sits in this tradition and reacts to it. Chapter Three 

will discuss how I attempt to encode my interpretation into the translated script, and my 

modus operandi within the theatrical and comedic norms that are a part of the audience’s 

historical consciousness and which they import into the auditorium.

1. Psychological warfare in Casina

This section explores my interpretation of Casina by applying primarily thematic 

interpretants.MI By considering this play in its synchronic social and theatrical context, 

and by subsequently applying Iser’s concept of ‘negation’, Casina can be read as a play 

that transgresses Plautus’ (and New Comedy’s) stock narratives of master-slave and 

father-son role reversal to create a social discussion on women and men in Roman 
society.^ This interpretation complements and expands upon some existing analyses,'2 

considering the play from a slightly different perspective, primarily that of the female 

characters’ psychological attack on men as an act of power subversion. While other 

interpretations acknowledge that it is primarily a saturnalian play about husbands and

50 My application of formal interpretants (form, style) is more relevant to my translation strategy discussed 
in Chapter Three.

51 Casina revolves around the rivalry between an old man, Lysidamus, and his son, Euthynicus, over a 
young slave-girl, Casina, who had been brought up by the wife, Cleostrata. Euthynicus (and also Casina) 
does not appear in the play, and it is Cleostrata who takes his place to defend her son’s rights. Lysidamus 
intends to marry the girl to his slave, Olympio, so that he will be able to have sex with the girl away from 
his wife. Cleostrata catches on to his plan and denies his request of the marriage and argues that the girl 
should be married to their son’s slave, Chalinus, as Euthynicus is in love with her. Lysidamus organises a 
lot-drawing scene to determine which slave will marry the girl, and Lysidamus and Olympio win. He tells 
his wife to begin preparations for the wedding and he sets about organising his plan so that he can sleep 
with the girl that night. Cleostrata, with the help of Chalinus, her maid-servant, Pardalisca, and her 
neighbour, Myrrhina, disrupt the wedding meal preparations so that Lysidamus and Olympio do not eat 
after the wedding. She then sends Chalinus, dressed as Casina, off to the wedding chamber in an effort to 
humiliate her husband and his slave; her plan is successful, and, in the end, all is forgiven and we are told 
that the son will finally get to marry Casina.

52 Anderson (1983), Cody (1976), Connors (1997), Franko (2004), MacCary (1975), Rei (1998) and 
Wright (2010).
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wives or gender-switching,'’3 they generally consider the action from the perspective of 

the losing side of the battle (which I will argue represents men); however, by focusing on 

the unusual role of the women in the play, this reading reveals that it is perhaps more 

than a temporary destabilisation of social hierarchy, but rather a starkly real and potential 

threat. This section opens with a discussion of how Plautus uses the theatrical norms 

invoked at the beginning of the play to situate it within the audience’s horizon of 

expectations, and concludes with an analysis of how he negates these norms, not solely 

as an element of surprise, but in order to add a more profound dimension of realism that 

is not evident in his other plays. This discussion of my interpretation acknowledges, as 

fully as possible, the interpretants that shaped my reading and understanding, but it is 

limited to those areas that were of fundamental importance to the actual translation of the 

play.

1.1 Norms in Roman social comedy

In the prologue and opening scenes of Casina, Plautus sets up an entirely stock narrative, 

which was expected by the audience during the celebratory religious games during 

which the play took place/4 Remaining with the festive theme, his comedies centre

53 The idea that Plautine plays are saturnalian is the dominant position of Roman comedy scholars. See, 
for example, Segal (1968: 13) and Moore (1998: 22).

54 The Prologue tells the audience that ‘ludi sunt [...]; tranquillum est, Alcedonia sunt circum forum’/‘The 
games are here [...]; all is quiet and the forum is calm’ (Cas. lines 25-26). Religious festivals were 
common in both rural and urban areas in an effort to appease the gods or ‘as acts of communal 
thanksgiving [...] for military successes or deliverance from crises’ (Kyle 2007: 257). These festivals led 
to the creation of the Ludi Plebei (Plebeian Games) designed to boost moral during the long period of the 
second Punic War. The festivals focused on prayers and sacrifices to the god who was being celebrated 
coupled with private familial celebrations (Shelton 1998: 378). Among the other prominent festivals was 
the Ludi Romani (Roman Games), held annually over fifteen days in September in honour of Jupiter. The 
primary attraction was chariot-racing followed by boxing, dancing, and, finally, drama when it was 
introduced to Rome. By 214 BC these plays, according to Livy, ran for four days. For Plautus, this would 
mean that his play was competing with these other acts, and it was likely that the actors were instructed to 
improvise as necessary to retain the audience. Niall Slater goes so far as to say that ‘the audience comes 
for just this improvisation, for the plots of commedia [...] were banal in the extreme. Only the vitality of 
the moment, the sense of present creativity on the part of the performers, saves such drama from becoming 
stale and hackneyed (Slater 1985: 8). Margarete Bieber further argues that their gesture was the basis of 
the highly refined style of acting inherent to Italian natives (1939: 315). If the comedy of the script was so 
dependent on such improvisation, which was not encoded by Plautus in the language, then this complicates 
the notion that there is a gestic text embedded in the original text. Furthermore, it becomes evident here 
that the context of the original performances may have implications on the dramaturgical make-up of the 
script itself.



68

around saturnalian role reversal in an attempt to destabilise social structures temporarily. 

One origin of the festival of the Saturnalia (although Plautus’ plays were probably not 

staged during them), in honour of Saturn, documented by Macrobius, describes how 

Janus, god of gates and doorways, and ruler of Italy, welcomed Saturn into his kingdom 

and shared his reign with him. Following Saturn’s disappearance, Janus, in his honour, 

devised rites which were known as the Saturnalia. The festival reflects the god’s reign 

over Italy:

[It was] said to have been a time of great happiness, both on account of the 
universal plenty that then prevailed and because as yet there was no division into 
bond and free - as one may gather from the complete licence enjoyed by the 
slaves at the Saturnalia. (Macrobius: 58-59)

During this festival, public business was shut down, slaves were allowed to join in with 

the games and wear thepilleum, the freedman’s cap (Martial: 440-41), and some masters 

were known to serve their slaves (Macrobius: 158). Plautus’ plays are a performative 

realisation of this notion and, as such, they frequently focus on the role reversal between 

the upper-class and lower-class (master and slave), or the socially powerful and their 

subordinates (father and son), using, as the common ‘tension’ of the play, a battle for a 

young slave girl who is later discovered to be freeborn.

1.1.1 Roman women

Plautus begins the stock narrative explanation of Casino in the prologue by describing 

this well-known story-line: ‘senex hie maritus habitat; ei est filius, is una cum patre in 

illisce habitat aedibus’ (Cas. 35-36).55 By opening with these two stock characters, 

Plautus is, presumably, inviting the audience to expect a story about father-son rivalry, 

and to assume perhaps that they are competing for the affections of the same girl. 

Deepening this assumption, Plautus immediately tells us that, sixteen years ago, one of 

their slaves found a baby girl who had been abandoned and had brought her home to be 

cared for by the wife (39-41). This appears to reinforce the stock plot since the girl is 

old enough to be the object of desire, and this is confirmed by the Prologue'^6 who tells

55 ‘An old married man lives here; he has a son, and he lives in that house with his father.’

56 In this research, ‘Prologue’ refers to the actual character who is speaking the lines, and ‘prologue’ to the 
narrative device.
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us directly that both the father and son have fallen in love with her and, unbeknownst to 

the other, each has asked one of their slaves to marry the girl so that, employing their 

droit du seigneur, they can seduce the girl on the wedding night (37-57). The play 

presents a series of stock characters, who would have been well known to the audience, 

of the old man (senex), the young man (adulescens), slaves (servi), and the young girl 

ipuella) who rarely appears in the action;57 Plautus is pushing his audience to assume 

that by the end of the play, in the usual Plautine fashion, the girl will be discovered to be 

freeborn, leaving the young man free to marry her, the old man to be ridiculed, and the 

slaves, who it is anticipated will have been insolent to their masters throughout the 

performance, will return to their usual status by the end when the cyclical saturnalian 

nature of the comedy restores social hierarchies and boundaries. Indeed the prologue 

itself goes some way towards promising this stock denouement. The narrative does pan 

out this way in the end, but not before Plautus cleverly negates the audience’s 

assumptions in the main body of the performance.

37 Such stock characters would have been well-known from the aesthetic norms of Plautus’ own plays as 
well as other theatrical forms popular during his time. There was no permanent theatre in Rome until 55 
BC, when the first one was erected in Pompeii, due to the hostility of the Senate towards foreign cultures, 
mostly of the Greeks, that was extensively permeating Roman life (Bieber 1939: 327; Hammond et at 
1963: 15). However, there was a strong theatrical tradition through the performances of the fabula 
Atellcma (Atellan farces) and the Fescennine verses which were rooted in licentious behaviour where 
‘language and conduct are freed from the customary restraints of decency’ (Beare 1950: 9), and jovial 
verbal abuse between clowns which soon turned to cruel defamations in the Fescennine verses to the point 
that slander was made illegal in poems, and more refined speech was restored (Beacham 1991: 3-4). 
Deriving from the Fescennine verses, the Atellan Farces (c. 300 BC), the masked and improvised pieces 
revolving around buffoon-like stock characters, were introduced. Although our sources for the Atellan 
Farces do not begin until around 90 BC, when the artists Lucius Pomponius and Quintus Novius first 
wrote scripts for this style, the extant fragments of their works do confirm the names of four Atellan stock 
characters: Pappus, Maccus, Bucco and Dossennus. From this, we can be somewhat certain that Plautus 
himself acted in these farces, or at least took inspiration from them, given that his cognomen, Maccius, 
derives from the name of one of the clown figures, one who Joel Trapido suggests was in fact the leading 
clown, or the most popular, since Maccus is the most cited name by Pomponius and Novius, (1966: 387). 
Such characters, then, did not need to be set up in Plautus’ comedies: they were well-known and their part 
in the play was usually quite standard. Furthermore, the Plautine characters may have been known by 
their masks, although, since this is mostly speculative with little concrete evidence available, masks will 
not be discussed further here; however, see Gow (1912) and Beare (1939), who both return to ancient 
sources and the plays themselves to support their argument for the use of masks. Nevertheless, if we 
believe that the ‘systems of masks and the actor’s body are not only interconnected, but also interlocked’ 
(Monaghan 2002: 111), and that the mask is an extension of the character, then this research, particularly 
the practical elements, while not focusing on the physical mask, is centrally concerned with the stock 
portrayal of character types and the audience’s theatrical pre-knowledge.
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The Prologue, some twenty-three lines after beginning the explanation of the 

argumentum, hints at the twist of this play by stating that the old man’s wife has 

discovered the affair and will take her son’s side since the senex has sent the young man 

away for the duration of the performance (58-66). With the son gone, it seems that the 

plot will revolve around a husband-wife role reversal; however, although this is 

innovative in itself, Plautus initially conforms to social and theatrical stereotypes in the 

opening scenes, leading spectators, along with the play’s characters, into believing that 

the wife will remain the stock object of mockery. In the first three scenes, all four 

women of the play either speak, or are spoken about, and are portrayed as the voiceless 

characters that they generally are in Roman life and theatre. The play proper opens with 

the two slaves, Olympio and Chalinus, who will attempt to marry the girl, Casina, on 

behalf of the father and son respectively. In discussing how each will be the one to 

marry her, they use the words praeripere/‘capture’ and praeda/'pnze’ to describe her, 

and Olympio predicts what she will say when they are in bed together, calling him her 

honey, her life, her darling and so on (132 ff). Casina is evoked in the mind of the 

audience as the archetypal Roman virgo, an innocent young girl and helpless prey, 

hunted by the domineering male characters. Casina herself, like many characters of 

similar standing in Plautine plays, never actually appears and consequently cannot 
defend herself or make her own choices.

On the other hand, we do hear directly from the other three females who, 

unknown to, and unanticipated by, the audience at this point, will acquire leading roles 

in the action. By the end of the first two scenes of Act II we have Cleostrata, the Roman 

comedy stereotype of the nagging wife, Myrrina, the ideal Roman wife, and Pardalisca, a 

subservient cmcilla (slave girl) who, with only five words (‘prandium iusserat senex sibi 
parari’; 147),59 appears to be present only to move along the plot. Essentially, then, the 

two women with a substantial number of lines (Cleostrata and Myrrhina) represent a 

stock character and an ideal; they are not real and, as such, like Casina, they do not have 

a real voice, but they do reflect and echo the overarching male voice of ancient Rome.

58 The wife (matrona) rarely appears in Plautine comedy with such a significant role, with a notable 
exception being in the play Amphitruo, where the wife, Alcmena, is seduced and impregnated by Jupiter 
who disguises himself as her husband. Alcmena, however, is the epitome of the ideal Roman matron in 
contrast to the usual portrayal of Roman wives in the plays as nags.

59 ‘The old man ordered a lunch to be made for him.’
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In society, the role of the wife, or materfamilias, was to take care of her children and the 

general household, dealing with day-to-day household matters, whereas the role of the 

husband was concerned with financial matters, conducting business, and attending to 

legal and political matters (Shelton 1998: 288). A woman was judged according to the 

scale of her devotion to her husband, no matter how she was treated, an expectation that 

is illustrated on-stage in a key conversation between Cleostrata and Myrrhina. 

Cleostrata, having just declared her outrage at her husband for his wanting to marry her 

slave, Casina, to his slave is met with the response, ‘unde ea tibi est? nam peculi probam 

nil habere addecet clam virum, et quae habere, partum ei hand commode est, quin viro 

aut subtrahat aut stupor invenerit’,60 and then, ‘sine amet, sine quod libet id faciat, 

quando tibi nil domi delicuom est’ (199 ff.).61 Myrrhina, the ideal Roman matrona, 

understands that it is perfectly legal for a husband to have an affair, as long as the 

woman was not the wife of another man.

In contradistinction to Myrrhina, Cleostrata has already been portrayed by this 

point as a matrona irata, the angry stock wife whose goal is to oppose her husband, and 

the object of ridicule for the male characters and spectators. The first time we meet 

Cleostrata she exclaims that she will punish her husband for his affair with hunger, thirst 

and hard words (78 ff.) and continues to complain to Myrrhina about the injustice of 

being a wife with no rights. To judge from the horizon of audience expectations that 

other plays align their action to and beyond, Casina peddles the easy assumption that her 

anger is in vain, as is true for Plautus’ other plays, and that her arguments will have no 

effect on the plot. However, there are several allusions to her subsequent innovative role 

which, although perhaps considered ironic at the outset, develop her character as a strong 

general in the ensuing battle. Firstly, when she calls her slave, Pardalisca appears 

without delay (144-47); on the other hand, when Myrrhina shouts for her maidservants to 

tell them she is going to her neighbour’s house to continue her wifely duty of spinning, 

she has to repeat herself (163-167). Secondly, Cleostrata’s name, from the Greek word

60 ‘Where did you get her from? A wife shouldn’t have private property from her husband, and if she does 
it’s because she has stolen it from him or wronged him.’

61 ‘Allow him his affairs, let him do what he likes, as long as you have everything you want at home.’
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meaning ‘glory of the army’,62 sets her up as the eventual conqueror, the battle imagery 

here contrasted with Myrrhina, whose name means the sweet-smelling myrtle or 

myrrh.6'’ In these first scenes, then, despite hinting at the eventual non-stock plot, 

Plautus, by setting up theatrical norms, continues to dupe the audience into believing that 

this will be a stock narrative where women will have little impact on the action.

1.1.2 Roman husbands

By the same token, when we first encounter the character of Lysidamus, the husband and 

master, he is portrayed as the archetypal old man in love with a young girl as he speaks 

of love being the best spice (a pun on the name of Casina, which is related to 

'cinnamon’) and of how he scented himself with perfume to impress her, contrasting the

62 There is strong evidence to suggest that Plautus’ audience would have had some command of the Greek 
language. Plautus, along with Livius Andronicus and Terence, set his plays in Greece, having adapted 
them from the plays of Greek new comedians such as Menander and Diphilus, and domesticated them for 
his Roman audience, leading to the tradition of the fabula palliata (plays in Greek clothing). Following 
the destruction of Greece after the defeat of the troops of the Sacred Band of Thebes in 338 BC, the Greek 
playwrights, having found ‘their city states reduced to political insignificance, [...] turned their eyes to 
themselves and their own affairs’ (Beare 1950: 40). They therefore found the old political comedy of 
Aristophanes irrelevant for their own era, and began to write plays constructed by themes of private life. 
Furthermore, Gnaeus Naevius, Plautus’ contemporary, having attempted to introduce the Greek old 
comedies, was imprisoned and subsequently banished from Rome on account of insulting certain public 
figures in his works; on the Metelli brothers he claimed, ‘ego semper pluris feci potioremque habui 
libertatem multo quam pecuniam’/ T have always valued and esteemed freedom of speech, far more than 
money’ (in Stambusky 1977: 30). According to the legislative Twelve Tables, slander was punishable by 
death (West 1887: 21), and Naevius’ actions affected the content of Plautus’ plays, enough that he 
mentions his contemporary in his Miles Gloriosus where he states, T have heard of a poet in a foreign land 
whose head is on a block and is held down day and night by two guards’ (M/7, line 211). Nevertheless, 
Naevius, along with Andronicus who translated the Odyssey into Latin, introduced foreign works and 
literary culture into Rome. Since Greek theatre was a living influence at Rome (Slater 1985: 8), the 
audience of Casina, which the Prologue tells us was adapted from Diphilus’ play {Cas. 31-33), would 
therefore have expected a Greek setting and would likely have had some understanding from Greek, 
especially following the Punic Wars and the contact the Roman soldiers had with the Greeks, who began 
to filter the Greek language into Roman society. William Seaman further notes that the senatorial class 
must have had a strong command of the foreign language to conduct diplomatic business (1954: 115-16). 
Plautus’ audience, although perhaps not knowing much Greek, would probably have understood the 
meaning of many of Plautus’ character names.

<3 Catherine Connors (1997) has devoted an article to the study of scents in Casina which is fused 
primarily into the plot in the references to food and drink. The name Myrrhina, the neighbour in the play, 
has not only a link with myrtle, the sweet-smelling plant, but myrtle in itself has associations with Venus 
and sexual desire (Connors 1997: 308). In contrast to the women, Lysidamus wears perfumes with which 
he hopes to attract Casina, but it is this smell that betrays him and reinforces the suspicions of his wife.
The final line of the play concludes the olfactory theme by threatening the men in the audience that if they 
rail to clap they will be sent to bed with a goat that smells of bilge water.
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girl with his wife who he believes tortures him with the mere fact of her existence {Cas. 
217 ff).64 This scene is followed by an argument between Lysidamus and Cleostrata that 

establishes the two sides of the battle, apparently reinforcing their stock characters in the 

process, while simultaneously betraying how the action will unravel. In this scene, 

Cleostrata is typically portrayed as a wife who will argue with her husband, telling him 

to get his arm off her, even when he attempts to appease her by asking how she is (229). 

This characterisation continues, but Cleostrata suddenly and unexpectedly gains control 

by suggesting she knows all about his plans and leaves Lysidamus stuttering his way 

through his lies, demonstrating that he fears his wife and that his attempts to exert his 

powers as paterfamilias are futile. Broaching the subject of Casina, who he wishes to 

marry to his slave, Olympic, he is met with an outright refusal from Cleostrata who 

wants to marry her to her son’s slave, Chalinus; the Roman husband, who in real life 

would have had the power to overrule his wife, ends the scene with a compromise that 

they will both beg the other’s slave to renounce the girl. At this point in the action, the 

original audience may well begin to suspect that the play may not after all follow the 

stock narrative, that Plautus was transgressing the usual character types. Of course the 

old man’s power is frequently destroyed in Roman comedy, but never by his wife. The 

wife here is not simply an object of humour, but she has a voice in this play, nagging 

though it is, which has an effect on her husband, destabilising his omnipotence, and 

challenging the male spectators’ assumption that women are powerless.

However, the portrayal of the strong wife is short-lived, and the play appears to 

restore the usual narrative conventions when Lysidamus, realising that neither he nor 

Cleostrata can convince the other slave to give up Casina, decides to draw lots to resolve 

die matter. This key scene, involving the husband, wife and two slaves, Chalinus and 

Olympic (in fact, the scene gives Plautus the play’s original title, Sortientes [The Lot- 

drawers]), follows upon a series of mutual insults between the slaves, more references to 

ihe negative stereotypes of women, more stuttering and blustering from Lysidamus, and, 

finally, the old man’s victory over his wife. It has been decided that Olympic will marry

<4 Although Plautus is famed for his rich variety of linguistic humour, it is only possible to include several 
references from this play in Chapter Three where I discuss the translation of Casina. However, see 
Fontaine’s recent work, Funny Words in Piautine Comedy (2010), for his discussion on parapraxis, 
parechesis, innuendo and double entendre, among others, and Adams’ work, The Latin Sexual Vocabulary 
(1982), which discusses sexual humour along with sexual slang in Roman texts.
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Casina, and Lysidamus will therefore be able to sleep with her. The old man tells his 

wife to prepare the wedding, and she returns to the submissive status that we have 

previously seen embodied in Myrrhina, consenting curtly to obey him (419 ff). In a 

discussion on threats of torture against slaves in Roman comedy, Holt Parker refers to 

the Freudian concept of comedy. The central ideas here are no less pertinent to these 

confrontations across gender and social status:

One principal source of comedy [...] can be succinctly stated as, "We mock what 
we fear." An object of fear is brought forth from the dark places of the mind and 
exhibited in the full light of the sun, for everyone to see and jeer at, on the stage 
of the mind or of the city itself. There under the healing rays, it seems less 
terrible and because it can be surrounded by, and associated with, ludicrous 
objects or situations, it can be flouted and so rendered less dreadful.65 (Parker 
1989:235)

In 215 BC the Oppian Law came into effect in Rome, restricting women’s property 

entitlement. In response to this women held demonstrations, attempting to influence the 

masculine domain of politics, and leaving many men to reflect on the possibility that 

their wives had grown too powerful (Moore 1998b: 160 ff). In terms of its relevance to 

Casina, this Freudian analysis suggests that Plautus presented the male spectators with a 

starkly real scenario, where Cleostrata is extremely close to destabilising Lysidamus’ 

powers of authority, and gave the audience the opportunity to face their fears and laugh 

cathartically at current events, significantly putting an end to the upheaval just before 

Cleostrata gains total control.66 Having lost the lot-drawing, the wife, who has been put

65 In The Joke and Its Relation to the Unconscious, Freud puts forth two types of jokes, ‘innocuous’ and 
‘tendentious’, where the former ‘is an end in itself and serves no particular purpose’, and the content of 
latter has a particular tendency, or intention, particularly an obscene, cynical or hostile and aggressive one 
(Freud 2002: 87). According to Freud, the nature of this second type of joke itself disguises the content so 
that a ‘drive’, which has been made inaccessible by some obstacle, is more acceptable, thus satisfying a 
certain repression (98). The pleasure derived from such forms of humour is linked to the physical 
expenditure that results from inhibition and suppression; by taking pleasure in the joke, we ‘economise’ on 
the effort of this expenditure by lifting the obstacle (116). Thus, in Parker’s argument above, Plautus 
allowed his audience, one whose obstacle in such a situation was perhaps authority, to release tension and 
satisfy this fear or threat through the disguise of laughter.

65 Plautus’ plays, because of their saturnalian subversion, have sometimes been described as safety-valve 
plays, a function embodied in the 1444 Parisian apologia, ‘[djon’t wine skins and barrels burst very often 
if the air-hole is not opened from time to time?’ (Wiles 1998: 63). It initially appears in Casina that 
Plautus opens the air-hole just enough to release tension, but not enough for the fiction to become a reality. 
This concept of catharsis from engaging in social subversion was later theorised more concretely by 
Mikhail Bakhtin in terms of the camivalesque, a theory that will discussed in Section Two of this chapter.
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in her place by her husband, appears to withdraw from the narrative. However, as we 

shall see, this scene, as suggested by Plautus’ original title, is the turning point in the 

play, brought about by the male characters’ belief that it is victory and the upper-hand 

that are their destiny; human interaction is of lesser importance and infinitely less 

controllable.

1.1.3 Slaves and masters

Following the lot-drawing, Act II ends with a discussion between Lysidamus and his 

slave, Olympic, overheard by Chalinus, about their excitement and plans for the 

wedding. Here, Lysidamus’ exertion of power over his slave, and Chalinus’ emergence 

as the servus callidus (the clever slave), suggests that the following action will unravel 

around the stock role reversals between master and slave, on one hand, and slave and 

slave, on the other. In Roman law, the dominica potestas/mastefs power left the 

punishment of slaves under the master’s control with no boundaries or limits, including 

the legitimate reification of slaves, male and female, as objects of sexual gratification for 
their masters.67 Therefore, unlike in our own society, the hetero- and homosexual binary 

did not exist, but instead differentiated between the active and passive roles, where the 

cinaedus (the anal receiver) was considered subordinate and shameful. In this scene 

(lines 437 ff.), Lysidamus makes several attempts to kiss Olympio, who, while enjoying 

the attention, tries to keep him at bay. Having almost lost his power to his wife 

(notionally having suffered castration), Lysidamus reasserts his authority over his slave 

and thus establishes the foundations of a narrative where the audience, accustomed to the 

saturnalian theatrical tradition, foresees the slave stripping the old man of his power and 

thus fracturing social hierarchies.

67 For relatively minor offences, slaves could be subjected to such punishment as flagellation, confinement 
in chains, sexual abuse, and even death. According to Quintilian, even flogging was seen as disgraceful 
and only suitable for slaves (in Shelton 1998: 104), a striking indication of the inhumane status of slaves in 
this period.

68 Both MacCary (1975) and Cody (1976), on the other hand, describe such assertions of power in the play 
as homosexual encounters. Referring to the climactic scene where Lysidamus, after the slave Chalinus 
overpowers him sexually, claims it was a Bacchic orgy so he would not be condemned by his wife, 
MacCary implies, since initiation in Bacchic rites consisted of assuming the female role in sex and since 
the propagandized version for the reason of the suppression of the Bacchae was due to the inversion of the 
sexual instincts of Roman men, that this scene served to feminise him and thus reduce him to the status of 
women. Cody likewise argues that through his lust, both hetero- and homosexual, Lysidamus assumes the 
role of the slave. While they are both essentially discussing sex as a method of exerting power, these
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Although all slaves were equally subordinate to their masters, Chalinus and 

Olympio represent the hierarchy that was also evident amongst the lower classes and the 

city and country. Slaves were divided into the familia urbana and the familia rustica; 

those in the former category tended primarily to the household chores and took care of 

their master and his family, which lies in stark contrast to the slaves who formed the 

latter group and who carried out heavy-duty manual labour, work that was, in fact, 
sometimes reserved for punishment.69 This distinction would likely have caused 

division and tension between the respective groups of slaves, as is evident in the first 

scene of this play: Chalinus asks Olympio, ‘quin ruri es in praefectura tua? quin potius 

quod legatum est tibi negotium, id curas atque urbanis rebus te apstines?’,70 and is 

countered by Olympio with, ‘Chaline, non sum oblitus officium meum; praefeci ruri 

recte qui curet tamen’ (Cas. 99 ff.).71 Similarly, in the scene following the lot-drawing, 

Olympio tells Lysidamus he will send Chalinus from the farm (after the wedding) under 

a yoke (437-8). In Rome in general, as Ramage (1960) notes in his analysis of Plautine 

plays on this topic, city-dwellers were seen as more refined, in terms of wit, 

comportment and speech, with the city being the cultural hub; country-dwellers, in 

contrast, were less intelligent and led a simpler, yet harder, life. This stereotype is 

generally reflected in Plautus’ plays.

Casina, however, seems to contest this generalisation. Olympio is initially 

presented as the stronger character, ridiculing Chalinus whose retaliations are less 

frequent, and, again in line with the stock saturnalian narrative of power subversion, it 

seems that the city slave will thus overpower the country slave in the end and become 

the servus callidus, the clever trickster slave who instigates the denouement. Chalinus, 

while overhearing the previously discussed conversation between Lysidamus and

interpretations deflect from the Roman man’s power over all subservient men and women. Lysidamus’ 
attempts to sexually engage with Olympio and Casina demonstrate his power as the active penetrator, and 
it is by being threatened with penetration in the end that his power is subverted, not because he had a 
sexual encounter with a man.

69 Varro discusses the instruments used in agriculture and states that three common divisions were defined 
as articulate instruments, inarticulate instruments, and mute instruments (in Shelton 1998: 171); rustic 
slaves were equal to carts and oxen whose sole purpose was to work the land.

70 ‘Why are you not in the country, in your own domain? Why don’t you occupy yourself with your own 
business and leave city affairs alone?’

71 ‘I haven’t forgotten my own business, Chalinus; I’ve arranged for someone else to look after the farm.’
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Olympic, realises that it is his master who wants Casina, not just Olympic, and that 

Olympic has been promised freedom if he assists his master. He further discovers that 

Lysidamus will pretend to accompany the bride and groom so he has an excuse to be 

away from his city house longer, but, in reality, he will use his next-door neighbour’s 

house (that of Myrrhina and her husband Alcesimus) as the honeymoon suite. Chalinus 

ends the scene in a monologue explaining how he will fulfil his role as servus callidus:

manifesto teneo in noxia inimicos meos.
sed si nunc facere volt era officium suom,
nostra omnis lis est. pulchre praevortar viros,
nostro omine it dies; iam victim vicimus.
ibo intro, ut id quod alius condivit cocus,
ego nunc vicissim ut alio pacto condiam,
quo id quoi paratum est ut paratum ne siet
sitque ei paratum quod paratum non erat.72 (509-14)

Chalinus significantly announces his intention to be the stock character that destroys his 

master and rival slave’s plan to get Casina, the girl who has been taken from him - but 

no less significantly he requires the assistance of the wife to make it happen.

By the end of Act II then, Plautus has firstly worked within the audience’s 

horizon of expectations by developing a stock narrative with stock characters where the 

action will unfold around a father-son role reversal. He then transgresses this narrative 

by introducing female characters who can speak for themselves, particularly Cleostrata 

who attempts to exert some power over her husband. Finally, he returns the play to 

Roman comedy norms by relegating the wife to her subordinate position and re

establishing stock sets of role reversals between Lysidamus and Olympic, and between 

these two and Chalinus. However, this is the turning point in the play where the battle 

between women and men commences and where the two sides employ very different 

strategies. The women attack the men at a psychological level and use as their weapon 

the very things that blind and distract the men, in this world at least: food and sex.

72 ‘I have got my enemies caught, but if the mistress wants to do her bit now, then we’ve won the case. I’ll 
forestall these men handsomely, the omens are with us today; now the conquered conquer. I’ll go inside, 
so that what another cook has seasoned, I will now in turn season it another way, and see that what has 
been prepared will not be prepared, and that what has not been prepared will be prepared for him.’
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1.2 Military tactics

Plautus was writing during a turbulent political era in Rome when war, with little end in 

sight, had had devastating effects on the populous.73 Just as in the case of the Irish 

playwrights’ adaptations of Greek tragedies, any long period of turbulence and strife is 

likely to influence choices of theatre programming and performance decisions; Plautus’ 

war-fuelled insertions likewise reflect the contemporary mood. War, however, was an 

entirely masculine field, with women growing accustomed to running the household and 

its concomitant affairs while their husbands spent long stretches at battles. Despite this 

new more active role for women, they were still regarded by law (particularly the 

aforementioned Oppian Law) as unequal to men, and still had no real voice in society. 

Contextualising in this way, this section demonstrates that Casina can be read as a war 

between women and men, where the former are actually given a voice but still choose to 

attack at a psychological level, and the latter, accustomed to the real battlefield use more 

physical weapons. Finally, by considering the tactics of each character, it becomes clear 

that the women are fighting a real war while the men remain trapped within the 
saturnalian fiction of the play.

1.2.1 The real stock characters

An examination of the disappearance of Myrrhina for the greater part of the play and the 

key role that Pardalisca assumes indicates that the female characters are prepared for 

war, are battling realistically, and are a force to be reckoned with outside the theatrical 

sphere. Cleostrata, as discussed earlier, has been presented as the stock nagging wife, 

given the opportunity to try to exert some authority, but ultimately silenced again by the 

male characters, limited to providing a few scenes of cathartic release for male 

spectators. However, after Myrrhina’s scene towards the beginning of the play, she has 

no presence on stage until the final climax when we see, in line with what we have been 

told previously by Pardalisca, that she is now taking Cleostrata’s side, enjoying the final 

humiliation of Lysidamus and Olympio. Pardalisca, on the other hand, following her 

initial one line, enters the narrative at full force and becomes central to the visual action 

on stage, relaying information to the audience and other characters about what is

73 The Second Punic War between the Roman Republic and Carthage lasted from 218 to 202 BC and left 
the Romans trapped in the shadow of Hannibal blockading them in their towns and destroying their land.
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happening inside the houses, and disrupting the men’s plans. One crucial scene in this 

respect occurs when she invents a story for Lysidamus, telling him that Casina, because 

she does not want to marry Olympio, is wielding swords in a fit of rage and intends to 

kill the two men (621 ff). At this point, Pardalisca is Casina just as Myrrhina is, to all 

intents and purposes, part of Cleostrata.

Of the four women characters in the play, the two who have little or no presence, 
Myrrhina and Casina,74 represent the epitome of the real masculine Roman ideal of the 

submissive and obedient matrona and the young innocent virgo, and the outer 

appearance women should portray- in daily life. The two strong women, Cleostrata and 

Pardalisca, who, in the end, do not fulfil their stock roles imposed by men, are their 

internal counterparts, the reality of what a Roman woman might feel in her own society. 

In a way, Plautus presents us with two sets of alter-egos; he establishes and negates, as 

we have seen, all of these stock and ideal characters so the audience knows it is seeing 

real women who have subverted the masculine impositions that operate in their social 

existences. In the scene to which we have already referred, where Lysidamus is told that 

Casina wants to kill him, Casina’s role is overwritten by another maidservant who, while 

putting words in her mouth, is better positioned than men to know what she is thinking. 

The audience learns for the first time that Pardalisca has a role (significantly she is the 

only major character not to be mentioned by the Prologue), as she runs onto the stage in 

a mock tragic hysteria, feigning inarticulacy and fear, shouting Timor praepedit dicto 
linguae’ (Cas. line 6 5 3),75 mirroring Lysidamus’ stuttering actions in his confrontation 

with his wife. Pardalisca proceeds to tell him that Casina is threatening to kill him 

because he wants her to marry Olympio, hinting that the forced marriage is taking away 

her right to marry who she wants. By interfering with her master’s plans with invented 

stories, it is Pardalisca who assumes the typically masculine role of the servus callidus.1(’

Pardalisca and Cleostrata are not two-dimensional stereotypical stock characters, 

but rather are presented in various different layers, mental and physical. The men, on the

74 They are further connected by the fact that Casina turns out to be her daughter, and by their names, with, 
as we have mentioned earlier, Myrrhina meaning ‘myrrh’ and Casina meaning ‘cinnamon’.

75 ‘I’m so scared I can’t speak.’

76 Her actions, however, are determined by Cleostrata who creates the plans, and she is not the usual 
independent slave that is embodied in the servus callidus.
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other hand, attempt to conform completely to what the audience expects, but their fate is 

ultimately determined by the women. Lysidamus is the archetypal senex amator of 

Roman comedy,77 chiefly interested in power and sexual gratification, willing in his 

pursuit to sacrifice the happiness of all around him, family and slaves alike, and 

eventually outwitted by those who he seeks to dominate.78 Olympic and Chalinus, 

however, are altogether more complex characters. Olympio instigates a role reversal 

with his master in the course of the play by exploiting the fact that Lysidamus needs him 

so that he can have his affair:

Lysidamus: quid fit?
Olympio: tu amas; ego esurio et sitio.
[...]

Olympio: potin a me abeas, nisi me vis vomere hodie?
Lysidamus: mane.

77 This interpretation will argue that Lysidamus strives to fully conform to his stock characteristics by 
situating himself in a scenario which will result in his loss of power, as exemplified when he loses his 
walking stick, which further represents a phallus, and his cloak to his slave, Chalinus. However, while Rei 
agrees that this action symbolises his loss of social power, she further notes that the ‘hooked stick is the 
identifying feature of the old man in comedy, and Lysidamus has in fact given up his conventional role of 
senex to behave more like the typical adulescens amans, the irresponsible young man in love’ (1998: 103). 
Rei thus suggests that, whether positively, like the women, or negatively, Lysidamus transgresses his 
intended stock role. Although I agree with this interpretation of symbolism, 1 would argue that the old 
man maintains his role throughout because he experiences the stock denouement.

78 It is even believed that Lysidamus did not originally have a name, that he was simply the senex, and that 
it was later added in, leaving him with no real identity. There exist two ancient editions of Plautine texts, 
the Ambrosian Palimpsest (A) from around the fourth century A.D., which is now almost entirely illegible, 
and a collection called the Palatine Manuscripts (P), both containing the twenty-one plays that are 
attributed to Plautus. In neither edition is the old man’s name mentioned in the text of Casino, but 
‘Lysidamus’ is offered in the scene-headings of A. It is not given in P, where he is called ‘senex’/‘old 
man’, yet textual corruption and misconception led scholars to believe that his name was Stalitio or 
Stalicio (Prescott 1898: 107). George Duckworth, however, convincingly argues that it is possible that 
Plautus did not give a name to the old man. In a study of all of the approximately 220 unnamed characters 
in Plautus’ plays, thirty are not named in the text or scene-headings, and nine or ten are, like Lysidamus, 
only named in the headings (Duckworth 1938: 267). However, only four characters that are crucially 
important to the action of the play remain entirely unnamed in the text itself, in contrast to other characters 
of the same standing that are frequently named. Duckworth sees this as evidence that the character in 
Casino, who is described throughout as ‘senex’/‘old man’, ‘erus7‘master’ and ‘amator’/Tover’, among 
others, is sufficiently evoked through his stock role, thus not requiring a name (one which was 
nevertheless added in by the editors of A), a device that was perhaps an influence of the Atellan Farces 
(1938: 280-81). If we believe Duckworth’s argument, then the interpretation offered in this chapter is 
reinforced by the fact that the old man, who would ordinarily have been given a name, is merely playing a 
stock role, whereas the women, who are normally absent from the plays, have not only been given a voice, 
but also a name.
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Olympic: quid est? quis hie est homo?
Lysidamus: erus sum.
Olympic: quis erus?
Lysidamus: cuius tu servo’s.
Olympic: servos ego.
Lysidamus: atque meus.
Olympic: non sum ego liber? memento, memento.
Lysidamus: mane atque asta.
Olympic: omitte.
Lysidamus: servos sum tuos.
Olympic: optumest.
Lysidamus: opsecro te, Olympisce mi, mi pater, mi patrone.
Olympic: em, sapis sane.
Lysidamus: tuos sum equidem.
Olympic: quid mi opust servo tarn nequam?
Lysidamus: quid nunc? quam mox recreas me?
Olympic: cena modo si sit cocta.79 (723 ff.)

Unlike the usual stock narrative, where the old man is unaware of his saturnalian 

downfall, Lysidamus here consciously degrades himself in order to ensure his physical 

desires will be met. Until this point, he is still interested in asserting his power and 

authority over others by threatening to beat Pardalisca with his stick (Freudian phallus)

79 'Lysidamus: What’s happening?
Olympia: You’re in love; I’m hungry and thirsty.
[...]

Olympia: Get away from me, unless you want me to vomit? 
Lysidamus: Wait.
Olympia: What is it? Who is this man?
Lysidamus: I’m the master.
Olympia: What master?
Lysidamus: The master you are the slave of.
Olympia: I’m a slave.
Lysidamus: Yes, mine.
Olympia: Am I not a free man? Remember, remember. 
Lysidamus: Wait, stop.
Olympia: Leave me alone.
Lysidamus: I am your slave.
Olympia: Very good.
Lysidamus: I beg you, my Olympic, my father, my patron. 
Olympia: You’re making sense now.
Lysidamus: I am truly yours.
Olympia: What use have I for a worthless slave?
Lysidamus: Well? How soon will you make me new again? 
Olympia: If only dinner were cooked.’
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(640 ff.), and by attempting to seduce Olympio. His sexual domination is his power, 

but, by being blinded by his sexual objective, he ironically loses his powers. However, 

Olympic’s stock role reversal has come too soon, two acts before the end of the play 

where this master-slave power inversion normally takes place, and his victory is short

lived. He now assumes the stock role of servus stultus, the stupid slave in the play.

Chalinus, who was set up as the servus callidus, plays an unusual role. As well 

as being ignorant to the fact he will not be the clever slave, since this role is embodied in 

Pardalisca, he is not seen again on stage until the last scene of Act IV, when he is 

brought in by the women dressed up as Casina. In other words, his hybridity as a 

character is extended: he is one of the men, but also an honorary woman. However, as 

will become evident, he is used by the women precisely because he is a man. Chalinus 

is the armiger (arms-bearer) of the son and would normally have followed him to war, 

but, with the son gone, he no longer has a role in the play or the house (Anderson 1983: 

17). Nevertheless, he is eventually employed by Cleostrata for this particular role, 

giving him back some sense of worth, but at the same time, as his name (meaning 

‘bridle’) suggests, placing him very much under their control. He does not serve in this 
play for his strength in battle,80 but simply because he possesses the one weapon the 

women lack in their pursuit of power. Lysidamus and Olympio can only ultimately be 

defeated and humiliated by virtue of rendering them submissive to women. This is what 

happens at the end when the two men end up in bed with Casimw, the woman with a 

phallus.

Chalinus, in this sense, is the stock character of the slave who subverts the 

master-slave hierarchy, and further humiliates his fellow slave, his rival in terms of the 

country-city divide. Olympio, on the other hand, humiliates but is equally humiliated. 

There is almost an assumption that he, like Chalinus, would automatically play his 

intended role and it is not until the end of the play that he realises the duplicity of the 

women. In other stock narratives, he would temporarily take on the role of the upper 

class, the subordinate character who transgresses social boundaries, as demonstrated by

80 Anderson (1983), however, argues that Plautus used the noun armiger to transgress this stock character. 
The arms-bearer of a citizen soldier (like Euthynicus), as opposed to a professional soldier, would have 
been more reluctant to go to war and less brave; for Anderson, Chalinus remains strong and defensive 
throughout the play, although he admits that his accomplishments are only possible through Cleostrata.



83

his name (relating to Mount Olympus, the home of the Greek gods). However, he is 

now on the side of the defeated, a key point in the plot which suggests that this play is 

not about the oppressed (slaves, women) against the powerful (free men), but more 

pointedly about women versus men.81 All of these men are manipulated by the women, 

and none are able to cling to the power that they attempt to exert. They lose because 

they strive to conform to the two-dimensional stock characters, playing on an entirely 

weaker plane to the women who, to use a pertinent modernism, think outside the box.

1.2.2 Leaders and followers

The men, by conforming, are locked in the theatrical structure of a saturnalian frenzy, a 

theme whose very purpose is to deconstruct boundaries and subvert hierarchies. The 

women, however, do not fall into this trap, and they emerge triumphant precisely 

because, as real characters, illustrated by their collective three-dimensionality, they 

adhere to real non-theatrical Roman norms. They fight the battle by focusing their 

tactics around the proven war strategies employed by men on the battlefield and retain a 

strict hierarchy throughout the play. The male characters, on the other hand, assuming 

that the enemy is a lot weaker and has no real chance of victory, do not enter into the 

battle with a clear sense of strategy other than an abiding and misguided sense of their 

own superiority.

The victorious army, minus the absent Myrrhina and Casina, consists of 

Cleostrata, Pardalisca and Chalinus, that is to say, one mistress and two slaves. In 

accordance with usual saturnalian narrative, the fact that the mistress has authority over 

her slaves would mean Cleostrata’s position should, in turn, be subverted by the end of 

the play. However, Cleostrata is set up by Plautus as a general, indicated by her name, 

and her soldiers, who follow her orders, are rewarded in victory. This is only possible 

because she takes on a more strategic role in the background while the others go out on 

the front line. Following the lot-drawing scene in Act II when we think she has resumed

81 Franko (2004: 47) suggests that Olympic’s humiliation is an unexpected bonus for Cleostrata whose real 
target was Lysidamus. It has also been argued by Cody (1976) that Cleostrata is not in full control and 
only really succeeds in the final scene, after losing the battle of attempting to marry Casina to Chalinus, 
and also after she tries to ruin the wedding plans by delaying the meal. However, as becomes evident in 
the rest of this section, Cleostrata has an extremely strategic plan and the defeat is under her control, not 
merely an act of chance. Each time she supposedly loses is a decoy so that, through her plan, she can 
completely humiliate her husband in the final scene.
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the stock role of the voiceless wife, she only speaks in two more consecutive scenes 

before the climactic moments in which the well-laid plans Lysidamus has made with his 

neighbour, Alcesimus, to have an empty house for the wedding night are finally 

destroyed (Cas. 531 ff). She begins by informing the audience of her plans, declaring, 

‘nunc adeo nequaquam arcessam, ne illis ignavissumis liberi loci potestas sit, vetulis 

vervecibus’ (534-35), and continues to tell Alcesimus, on the one hand, that Myrrhina 

is not to come over to help her with the wedding, and Lysidamus, on the other hand, that 

Alcesimus would not send his wife; she is ably beginning to divide and conquer (591 

ff), demonstrating in the process to the audience that she is capable of wielding some 

measure of power over the men - heightened by her canny awareness that they are too 

blinded by social hierarchy to understand her plans and motives. After diffusing the 

argument with Alcesimus, Lysidamus complains, ‘qua ego hunc amorem mi esse avi 

dicam datum aut quid ego umquam erga Venerem inique fecerim, cui sic tot amanti mi 

obviam eveniant morae?’ (618-19).84 For Lysidamus, such disruptions are fate, brought 

about by the gods, not produced by the freewill of a subordinate woman. His mind is so 

clouded by his physical desires that he is ignorant to the obvious interferences of his 

wife. However, Cleostrata does not appear again after this scene, under the pretext of 

organising the wedding, until the end when her plan unfolds. She has soldiers she can 

send out to wage psychological warfare while she tricks the men by pretending to play 

the role of the obedient housewife (as we see, for example, when Pardalisca is sent out to 

lie to Lysidamus, and Chalinus is dressed up as Casina and handed over to the enemy).

Cleostrata, as a general, ensures that her soldiers do not, like usual female 

characters in Roman comedy, remain subordinate, but have the opportunity to humiliate 

the opposing dominant side, and thus claim masculine stock roles for women. However,

82 ‘I won’t invite [Myrrhina] now, in case those cowards, the old wethers, might have a free place.’

83 This scene leads to an argument between Lysidamus and Alcesimus. However, unlike Franko and 
Cody’s suggestion (see page 83 n.81) that Cleostrata’s command of the situation is mere chance, this 
argument was not a random occurrence, but intended by Cleostrata as evidenced when she soliloquises 
previously, ‘nunc ego ilium nihili decrepitum meum virum veniat velim, ut eum ludificem vicissim, 
postquam hunc delusi alterum’/ ‘if only that good-for-nothing husband of mine would come so that I can 
fool him having already tricked the other one. I wish to make them argue amongst themselves’ (559-61).

84 ‘1 wonder what I’ve ever done to Venus to make so many things get in my way to delay me when I’m in 
love.’
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she, as their commander, has the ultimate power and remains in the background devising 

schemes and leading her side to victory. Lysidamus, however, has no such skills of 

leadership and has neither the respect of his subordinates nor the ability to make them 

actually carry out his instructions. Apart from his wife, the first instance of insolence he 

encounters is from Chalinus, who refuses to give up Casina to Olympic. When Chalinus 

is called out to speak to him, Lysidamus has to remind him, ‘ego te porrectiore fronte 

volo mecum loqui; stultitia est ei te esse tristem, cuius potestas plus potest’ (Cas. 281- 

82). Then, when he attempts to bribe Chalinus by saying he will free him if he gives 

up Casina, his slave repeatedly speaks back to him, displaying none of the fear of 

punishment of the typical Plautine slave. Lysidamus cannot win Chalinus over, but he 

can secure the loyalty of Olympic who stands to gain Casina and will therefore carry out 

his duties in battle. The master’s downfall, however, is occasioned by his involving 

himself directly in his own plans. In putting himself on the front line, he is duped by 

Pardalisca and his wife, and subordinated by his slave, Olympic, whom he actually calls 

his master. Such interaction leaves him demeaned and utterly humiliated so that he 

completely loses the respect of even his ally Olympic, who suddenly realises, ‘qui etiam 
me miserum famosum fecit flagitiis suis’,86 and argues, ‘tu maxumo me opsecravisti 

opera, Casinam ut poscerem uxorem mihi tui amoris causa’ (991 ff.).87 Unlike 

Cleostrata, by the end of the play Lysidamus has lost both the battle and his principal 

ally since, by actively having a presence in the action, he has become distracted and 

loses control of his plans.

1.2.3 Tactics and objectives

The discussion so far has been concerned to show that Plautus subverts contemporary 

theatrical norms in order to present his audience with real female characters as 

demonstrated by their three-dimensionality of stock role, ideal role, and inner 

psychology, contrasted with the male characters who attempt to conform to their stock 

roles, but are all, with the exception of Lysidamus who is the epitomic old man of

83 ‘I want you to speak to me with a less scowling face; it’s stupid for you to be bitter with someone who 
has more power.’

86 ‘He made me a poor infamous man as well with his shameful actions.’

87 ‘You begged me to marry Casina, because you loved her.’
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Roman comedy, stripped of their intended roles. Cleostrata and Myrrhina represent, in a 

sense, one and the same person, acting as an internal dialogue, and Casina is enacted by 

Pardalisca, on the one hand, and Chalinus, the honorary woman, on the other hand. 

Chalinus, however, is still a man, and loses his role as the servus callidus, reduced to a 

mere armiger (arms-bearer). He is a hybrid character positioned between the opposing 

sides, ultimately on the victorious side, but sent into the enemy’s internal ‘camp’, and 

stripped of the girl he wishes to marry. Olympic is given his moment of glory when he 

subverts relations with his master, Lysidamus, but he is equally humiliated in the end, 

and is lowered to the same status as his master. For these reasons, it becomes clear that 

the battle is between women and men, and that Cleostrata’s success as a leader comes 

not only from looking after the welfare of her soldiers, but from focusing on her ultimate 

objective and her strategies to achieve victory. This subsection now explores how the 

two sides attempt to achieve their objectives, with the women striving for power and the 

men seeking physical gratification, and the very different planes they are playing on.

The primary aims of Lysidamus and Olympic are, as we have noted, sex and 

food, both of which are interconnected in this play and used to exploit power relations 

and push boundaries. In his desire for food, Olympic falls into the role of the 

stereotypical slave who always wants to eat and who can think of nothing else. He 

equates his hunger with Lysidamus’ love, seeing his master as satisfied because he is in 

love while he thinks of himself as the empty victim of hunger, cut off from any real 

satisfaction. Sex and food merge together in five key scenes, the final two which are 

instigated by the women. However it is in the third scene, in a discussion about the 

wedding meal, following the conversation that Chalinus overhears where Lysidamus 

again attempts to seduce Olympic, that the connection between these two objectives 

emerges most prominently. Having just won the lot-drawing, Lysidamus orders 

Olympic to buy plenty of food at the market, rhyming off a host of aphrodisiacal seafood 

(lines 490 ffi). Both men want sexual satisfaction and gratification, and are intent on 

achieving it in any way possible. However, the evident sexual frustration of Lysidamus

88 The first scene, as mentioned earlier, has Lysidamus equating his love for Casina with a spice that 
should be enough for any cook to use as seasoning, and the third scene is the climactic role reversal 
between Olympic and Lysidamus where the master attempts to seduce his slave as a demonstration of 
power, and they undergo the aforementioned role reversal before Olympic, acting as the master, instructs 
the cook to start preparing the wedding meal.
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in this scene is equally exploited as a weapon of power, placing his slave in a position of 

sexual submission; this sense of a masculinity empowered by some sort of real or 

metaphorical phallus (notably his cane [643-44]) provides the men’s only strategy of 

attack. They fight at an entirely physical level, as is expected from Roman men who 

have to raise their standards and charge (357) on the battle-field; but their ultimate 

incompetence is laughably displayed through their inability to speak without someone 

overhearing their plans.

The women, on the other hand, exploiting their silent role in Roman society and 

theatre, are less verbal about their entire strategy and thus lull the male characters into a 

false sense of security. Furthermore, they persistently and covertly use the men’s own 

weapons and desires against them in order to strip them of the very power their weapons 

seek to exert. Cleostrata is initially portrayed as a typical mother who defends her son’s 

interests, as we are led to believe by the Prologue who tells us she is on her son’s side 

(59). She then reveals to the audience, on her first appearance, that she is angry that her 

husband is betraying her and their son in order to satisfy his lust (148-150), a view of her 

filial loyalty that is reinforced when she argues with Lysidamus that ‘filio nos oportet 

opitulari unico’ (262-63). However, her motive for battle is not quite so simple as 

face-value and gender-stereotyping suggest; her son becomes a decoy throughout the 

play, as she hints when she confides in Myrrhina that her husband gives her no rights 

(189-90) (a disenfranchisement echoed by Pardalisca when she advises Casings to strip 

her husband of everything). The son is barely mentioned again in the play, until the end, 

serving no other purpose other than pushing forward the story-line. But above all else 

Cleostrata maintains her silence, making no mention of this to the other women who 

know that she is fighting a bigger cause, one that the loquacious men are blind to.

Cleostrata’s weapons are silence, mental manipulation and passive attack. 

Instead of being physically aggressive, she does not reveal her intentions, invents a host 

of stories to disarm the men, and literally does nothing as she hinders the progress of the 

wedding preparations. The first key scene, after she instigates the argument between her 

husband and Alcesimus, is, of course, Pardalisca’s account to Lysidamus of Casina’s

89 ‘We ought to look after our one and only son.’
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madness where she threatens to kill him and Olympic, significantly wielding swords so 

that no-one can go near her. Here, the women frighten the men with a false battle, 

presenting Casina as an armed soldier, instilling fear of failure into them with the notion 

of a delayed wedding and, by extension, delayed satisfaction. Pardalisca’s picture of the 

chaotic house, and therefore of a world upside-down, continues when she informs the 

audience of Cleostrata’s simultaneous ploy to deprive Lysidamus and Olympic of food, 
sex, and thus power:

omnes festinant intus totis aedibus, 
senex in culina clamat, hortatur coquos:
‘quin agitis hodie? quin datis, si quid datis? 
properate, cenam iam esse coctam oportuit.’ 
vilicus is autem cum corona, candide 
vestitus, lautus exornatusque ambulat. 
illae autem armigerum in cubiculo exornant duae, 
quern dent pro Casina nuptum nostro vilico. 
sed nimium lepide dissimulant, quasi ni sciant 
fore huius quod futurumst; digne autem coqui 
nimis lepide ei rei dant operam, ne cenet senex, 
aulas pervortunt, ignem restingunt aqua - 
illarum oratu faciunt; illae autem senem 
cupiunt extrudere incenatum ex aedibus, 
ut ipsae solae ventres distendant suos. 
novi ego illas ambestrices: corbitam cibi 
comesse possunt.90 (763-777)

The women are starving the men, sexually and gastronomically, holding up the wedding 

feast so they can take the very thing the men want for themselves, and instead preparing 

a wife with a phallus, so that she can potentially penetrate them. In contradistinction to 

the men, who are verbally incontinent and exposing their desperation, the women act as 

if there is nothing happening, concealing their methods and their actual presence in the

90 ‘Everyone is hurrying about all over the house, the old man is shouting in the kitchen, encouraging the 
cooks: “Are you not going to do anything today? Why don’t you give us anything, if you have something 
to give? Hurry up, the dinner ought to be cooked already.” Olympio, on the other hand, is walking about 
all cleaned up wearing a garland and white clothes. But the two women are in the bedroom dressing up 
the arms-bearer, who will be given to Olympio as a wife instead of Casina. But how charmingly they 
conceal their plans as if they don’t know what’s going to happen; and the cooks are just as worthily clever, 
doing everything they can so that the old man won’t dine, knocking over pots, pouring water on the fire, 
whatever the woman ask; the women wish to get the old man out of the house without his dinner, so that 
they can stretch their own stomachs themselves.’
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battle; and while the men are physically attempting to exert their power and authority, 

Cleostrata’s side quietly removes and appropriates their weapons of power. Following 

their psychological warfare on the unaware men, the women launch their final attack, 

using a man who is the only one who can fight with the physical violence to which 

Lysidamus and Olympic are accustomed. Chalinus, the arms-bearer, is brought on stage 

as Casina, the ‘integrae atque imperitae’/1 innocent inexperienced maiden’ (832), and 

handed over to the men who roughly handle her, expecting her to be the ideal silent 

virginal young woman she has been typecast as. However, Chalinus, on behalf of the 

women, breaks every social stereotype by stamping on Olympic’s foot like an elephant 

(845), a likely reference to Hannibal,91 and hitting Lysidamus on the chest like a 

battering ram (849). Joking that she is evidently attempting to knock them over so they 

can lie down, they enter the house unaware that Chalinus has just begun the final battle.

When Olympic exits the house utterly ashamed, he is confronted by Pardalisca 

who knowingly pushes him to explain what happened inside the house. Having been 

informed previously of the women’s starvation of the men, the spectators are presented 

with the final description of the battle, strategies and weapons that again culminates in a 

metaphorical and physical amalgam of food, sex and war:

91 The significance of this reference is debatable depending on the date of the original production of 
Casina. The traditional consensus is that it was among his later plays, written around 186-185 BC (Frank 
1933: 372). W. Beare (1934) contends that the date of the original performance of Casina was between 
195-184 BC and the revival, which took place a generation later according to the prologue, between 165- 
155 BC based on the Prologue’s statement that ‘aequom est placere ante alias veteres fabulas; nam nunc 
novae quae prodeunt comoediae multo sunt nequiores quam nummi novi’/'you should like the old plays 
more; for the new comedies produced now are much more worthless than those new coins’. Based on 
these dates, the older, greater poets refer to Plautus, Naevius, and Adronicus, and the new poet was 
Terence, who, at that time, had not yet gained public popularity. Both Frank and Beare’s dates would 
place the performance during Hannibal’s exile between 195-183 BC. Mattingly and Robinson (1932), 
however, place it around 210 BC by using their interpretation of the prologue’s reference to ‘nummi 
novi’/new coins. They maintain that Plautus’ nummus can be linked to the vocabulary of his time to be 
synonymous with the denarius which was not created until c. 190 BC. The reference by the Prologue, 
which was added in during its revival, must then be dated around 184 BC, giving the original performance 
a generation earlier a date of c. 210 BC. In this year, Roman suffered a significant defeat by Hannibal in 
Apulia. Apulia itself is mentioned in the prologue as a source of mockery, as it is jokingly stated that 
slaves are legally allowed to marry there (72); if Mattingly and Robinson’s argument is correct, then this 
would suggest that Plautus consciously weaved a cultural intertext of Hannibal through his war-fuelled 
narrative.
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Q9Pardalisca: quid intus agitur? quid agit Casina? satin morigera est?
Olympic: pudet dicere. [...]
Pardalisca: age audacter postquam decubuisti, inde volo memorare quid est 
factum. [...]
Olympia: oh, erat maximum, ferrum ne haberet metui; id quaerere occepi dum 
gladium quaero, ne habeat, arripio capulum. sed com cogito, non habuit 
gladium, nam esset frigidus. [...]
Pardalisca: nam radix fuit?
Olympia: non fuit.
Pardalisca: num cucumis?
Olympia: profecto hercle non fuit quicquam holerum, nisi, quidquid erat, 
calamitas profecto attigerat numquam. ita, quidquid erat, grande erat. (896 ff.)

Chalinus has essentially attempted to penetrate Olympic (whether or not he actually did 

is never clear) with a sword and vegetables, and has re-rendered his country rival as the 

submissive, powerless slave, a status he had subverted earlier in the play when he got 

Lysidamus to call him ‘master’.

Lysidamus then exits the house, equally ashamed, fearing her reaction, and 

realising his wife has, to follow the military terminology, intercepted his plans. The 

‘impenetrable penetrator’ (Wright 1980: 97) has once again been reduced to the level of

92 The speaker of Pardalisca’s lines in this scene is open to considerable debate due to textual corruptions 
of the original manuscripts. It was briefly mentioned earlier (see page 80 n.78) that Latin editions of 
Plautus’ plays derive from two principal sources, that of the Ambrosian palimpsest and the Palatine 
manuscripts, and textual variations between them occasionally offer different speakers and even dialogue. 
The Latin text I have used as my source throughout this research has been from Fridericus Leo, which can 
be found in Nixon (1917), with the exception of this scene, which includes Cleostrata as the speaker of this 
passage. Given my interpretation, which argues that Cleostrata, as general, sends Pardalisca and Chalinus 
out on the ‘front line’, or the action, I agree here with the edition that can be found in MacCary and 
Willcock (1976) where the speaker is Pardalisca. However, this scene in particular in Casina is rather 
fragmentary due to damage to both manuscripts, and, in the translation that accompanies the practical 
segment of this research, it was necessary to further re-write sections left by the lacunae.

93 "Pardalisca: What’s happening inside? What is Casina doing? Is she being obedient?
Olympia: I’m too ashamed to tell you. [...]
Pardalisca: Come on, after you got on the couch, I want you to recount everything from there. [...] 
Olympia: Oh, it was massive. I was afraid she had a sword; I was searching for the sword in case she had 
one, and I grabbed the hilt. But now that I think about it, she didn’t have a sword, that would be cold. [...] 
Pardalisca: It wasn’t a radish?
Olympia: No.
Pardalisca: A cucumber?
Olympia: No, it wasn’t any vegetable, but, whatever it was, it had never been touched by any blight, it was 
fully grown.’
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a slave. However, his punishment is short-lived as he begs forgiveness from his wife 

who consents, claiming she does not wish to make a long play any longer (Cas. 1004- 

06). At this point, Plautus, in the cyclical style of Roman comedy, begins to reinforce 

theatrical and social norms and hierarchies, returning power to the rightful factions. 

Firstly, Myrrhina is reinstated as the good Roman matrona, convincing Cleostrata to 

forgive her husband (1004), and essentially silencing her neighbour who does not return 

to her nagging stereotype, but assumes the part of the matrona non irata (not-angry 

wife). As a sign of her relinquishing the power she took from the men, she orders 

Chalinus to give back to Lysidamus his stick and cloak (1009), restoring his status as 

master and his phallic weapon of authority. Similarly, the stock narrative is restored 

and, as the audience initially suspected in the prologue, we are told that it has been 

discovered that Casina is freeborn, and indeed the daughter of their next-door 

neighbours; utterly predictably, she will marry the son. Here, we have the final 

restoration of power to the men, and through them to the audience; the male characters, 

having been defeated by the women, having lost their weapons, status and power, we are 

told, for the first time, that the son’s name is Euthynicus, ‘victorious’. This play has 

focused on the battle between women and men; when we have male characters that are 

on the women’s side, they are either turned into a woman, in the case of Chalinus, or 

used as a decoy but otherwise nonexistent in the action or the battle, as with Euthynicus. 

By revealing his name at the end of the play, Plautus is not simply reinforcing his 

subversion of the role of his father, he is reinstating men in general with their power and 

masculine role in war.

Based on the interpretants I have applied to my reading of Casina, I have 

interpreted this play as a narrative in which Roman women are fighting for more equal 

rights, their strategy being to use the masculine and topical tension of war in order to 

destabilise contemporary hierarchies. However, this specific interpretation is 

inextricably dependent on its production in its own time and place, as it is the social 

norms and status of men, women, masters and slaves, subverted by theatrical saturnalian 

norms, that allow Plautus to create social comedy. As it stands, this interpretation would 

be less forceful for my target audience; not only are hierarchies and boundaries society- 

and epoch-specific, but different factions hold very different powers in a given time. 

The first section of this chapter has shown the key areas of the play that I believe sustain
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this understanding, areas that will necessarily and inevitably be appropriated in 

translation through the creation of characters that sit within the new audience’s horizon 

of expectations of subversive comedy. As such, it is crucial to locate and transpose at 

least the kernel of meaning that I have created in order to retain some sense of the effect 

this interpretation may have had on the original audience. Therefore, having internalised 

the original social layer of the play, I intend, in the translation, to explore current social 

hierarchies in Northern Ireland and give a voice to the voiceless, allowing them to 

transgress their social status and subvert the more empowered members of society.

2. Plautus and the continua of transformation

Plautus’ plays have enjoyed enormous success following their original performances in 

the third and second centuries BC, both through translation and adaptation of the source 

texts and in terms of the various theatrical genres and conventions they inspired. As 

noted, this is particularly true for the Renaissance period in Europe, and especially in 

England, France and, of course, Italy, when Plautus, rather than Terence, quickly became 

the more popular Roman comedian - so much so that ‘the first known public 

performance of any classical drama in any vernacular translation was that of [Plautus’] 

Menaechmi at Ferrara on 25 January I486’ (Harden 2007: 789-90). However, it also 

becomes clear that the plays subjected to such transformation from the Renaissance to 

modern day have remained consistent, with the Menaechmi and Amphitruo proving 

popular time and time again. Casina, on the other hand, has been relatively neglected, 

and the APGRD documents a total of twelve performances across the United Kingdom, 

Ireland, France and Italy (eight of these were performed in Italy), as opposed to twenty- 

three performances of Amphitruo. This is surprising given the rich body of secondary 

literature Casina has given rise to that we noted in the previous section, a critical 

response that is alive to its intricate farcical, subversive and social comedy. Moreover, 

while it would be useful to explore playwrights’ strategies and tactics in translating 

Casina, this proves impossible as there has been no real translation that has achieved 

canonical or even commercial success. However, as we have noted, the majority of 

Plautus’ plays follow the actions of stock characters in stock narratives, using these 

constants as the base for new comic scenarios, so that it is still fruitful to analyse how
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some major playwrights have transformed these characters and narratives in other 

Plautine source texts. For this discussion I draw from the adaptations of canonical 

playwrights from the Renaissance period, when interest in Plautus was at its most 

intense. This interest, however, seems to have rapidly declined over the following 

centuries. The reasons for this are, of course, open to debate, particularly in the case of 

Casina for which little historical criticism exists. However, as the section on more 

modern adaptations illustrates, and as Harden suggests, it may in part stem from the fact 

that the Renaissance writers tapped into the low comic social mimetic qualities of 

Plautus’ works (2007: 792), along with the wide use of Plautine theatrical stylistic 

devices of wordplay, stock characterisation and narrative, a self-awareness of the 

theatricality of the play in the script, as Riehle details in his article on Shakespeare’s 

reception of Plautus (2004: 111), and even a concern for recreating the Aristotelian 

notion of the unities of time and space which are evident in Plautine scripts (see Tyne 
2004).

These eminent Renaissance playwrights have used the plots and comedic devices 

of Plautus, adapting them for their own society and creating in the process Benjamin’s 

‘continua of transformation’. There can never be a ‘pure’ story, subjected as it is to 

threads of intertextuality and soaked in the historical tradition of which it is a part, and 

the act of translation has the power both to develop and alter the source text by situating 

it within the unique liminal space that opens up between various cultures, languages and 

times, offering new readings and new potentials for performance as it does so. For this 

reason, the language of a play has been likened to the paintwork of a car, an aesthetic 

feature that provides us with a vehicle as we know it, but which is inadequate to make 

the vehicle move.94 A script needs an engine, an unseen part, what Benjamin calls the 

‘aura’, which causes motion over time. This is the part of the play that attracts 

translators and playwrights to transform a play time and time again.

The immediacy of theatre requires that the play is somehow relevant to the 

unique target audience - spectator complicity depends upon it, so it is therefore 

imperative that foreign scripts, more so than novels which are less culturally-dependent,

94 This simile was employed by Royal Shakespeare Company director Laurence Boswell during his 
discussion on ‘Translation and the Stage’ at Queen’s University Belfast, on 14 February 2011, to describe 
a play’s energy or dynamic, which is not encoded in the language of the play, but in the story itself.
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are re-translated. Each re-working of a given play, or even genre, transforms the original 

text by altering future reception and further opens up the source to renewed critical

analysis: this idea has been central to our discussion so far. This next section explores

how certain writers’ engagement with Plautine texts produced scripts that do not occur in 

a vacuum, but that are contextualised in a specific time and place. By tracing this 

development, which, for the purposes of this chapter, begins in the sixteenth century, the 

moment that the professional modern theatre is born and that marks what can almost be

thought of as a Plautine revival, I have been able, on the one hand, to gauge which

elements of the play appear to be universally successful, and on the other hand, to assess 

where Plautus’ genre currently sits in terms of performance and genre norms. This 

research is one of the interpretants a translator brings to a reading of a play; while 

historical tradition automatically and unconsciously shapes the reading of a play, such 

structured engagement with the transformation of the original play allows the translator 

to consciously conform to, or subvert, aesthetic literary norms, and to articulate his or 

her translation strategies and decisions in their light.

This section begins by discussing Shakespeare’s The Comedy of Errors, a 

cultural adaptation of Plautus’ Menaechmi/The Brothers Menaechmus (which of course 

also inspired Goldoni’s I due gemelli veneziani/The Venetian Twins), and Moliere’s 

L 'Avare/The Miser, which can be attributed to Plautus’ Aulularia/The Pot of Gold. 

While Shakespeare placed his action in a foreign setting, which created distance between 

the performance and the spectator, Moliere refocused the play to his audience’s 

doorstep; although the playwrights employ very different translation strategies, this case- 

study demonstrates that the principal alterations are reflective of two social structures 

and ideals, but that they create a similar function in performance. Then moving to 

twentieth century contaminatio, A Funny Thing Happened on the Way to the Forum and 

Up Pompeii, two examples where writers base their comedies on a general collaboration 

between all the works of Plautus, we can see a deep interest in the linguistic comedy for 

which Plautus is famed. However it also demonstrates the importance of cultural 

translation; while I inevitably watched these performances through the prism of my own 

interpretants, which may or may not match those of the writers’, it appeared that the 

focus on comedic structure and dialogue was achieved at times at the expense of 

audience-relevance. There is a difference of medium here, of course - by and large the
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actiive spectatorship of theatre depends more on complicity through some degree of 

relevance than the more passive viewership of the screen. The analyses that follow, 

where the synchronic axis of Section One is united with the diachronic axis, may allow 

us rto predict which strategies will offer more potential for success in translation; in turn 

the:se will be applied to Casina in the final chapter, before subjecting the script to the 

crucible of rehearsal and performance.

2.1 The Comedy of Errors

We saw earlier in this chapter that Plautus’ plays in their original context relied on 

saturnalian role-reversal, and, as Barber reminds us, this festive setting in his plays 

emphasizes a major distinction between the Roman and Elizabethan versions. Where 

Plautus’ audience did not expect social realism in the performance, the context of 

Shakespeare’s play is very much part of the audience’s normal, everyday life (Barber 

1964: 495-6), and, consequently, he develops the comedy to engage with new societal 

concerns. In The Comedy of Errors, Shakespeare diverges principally from Plautus’ 

Menaechni by including twin slaves, as well as twin masters, grouped around the theme 

of witchcraft and the supernatural.1^ In terms of the twin slaves, it has been suggested 

that this creates a more Elizabethan feel and intensifies the comedy.46 However, while

95 In the Menaechmi, as the Prologue informs us, the story began many years before when a Sicilian 
merchant had twin sons, one of whom was kidnapped when he attended a festival with his father in 
Tarentum. Subsequently, the father died of grief, and the son left at home, Sosicles, was renamed by his 
uncle as Menaechmus in memory of his brother of the same name. When Sosicles, as he will be called 
here for clarity, grew up, he decided to search for Menaechmus, eventually arriving in Epidamnus where 
his brother grew up. In the first scene that we meet Menaechmus, we are presented with his immoral and 
lecherous nature as he wears his wife’s mantle under his cloak, a garment that he has stolen to give to his 
regular courtesan. As soon as Sosicles arrives in Epidamnus, confusion between him and his devious 
brother ensues when Cylindrus, the cook of the courtesan, Erotium, who has been sent to buy food for 
Menaechmus and his parasitic friend, meets him and calls him by name (also Menaechmus). The 
mistaken identity intensifies when Sosicles takes a bracelet from Erotium’s maid, a bracelet that 
Menaechmus had once given to her, and asks him to add more gold to it. The parasite, Peniculus, angry 
with Menaechmus for eating at the house of Erotium without him, even though it was Sosicles, tells 
Menaechmus’ wife that he frequently visits a brothel, thus resulting in her attack on the wrong brother. 
After a series of confusions, the wife, angry with her husband, sends for her father, and then the doctor, as 
they believe Sosicles to be insane when he claims he does not know them. Sosicles exacerbates the 
perception of his madness in order to escape from them, but slaves are ordered to carry him away to the 
doctor. Messenio, slave of Menaechmus, believes it is his master and saves him from the situation. In a 
typical Plautine ending, the clever slave brings about the recognition scene by establishing that they have 
finally found Sosicles’ twin, thus securing freedom for himself.

96 Watt (1925) offers this hypothesis on the grounds that the presentation of the relationship and dialogue 
between a master and his clever servant was a stock situation in Elizabethan comedy: ‘That each of the 
leading male characters in The Comedy of Errors was supplied with such a servant is, therefore, almost to 
have been expected in a farce-comedy, and making the servants themselves twins not only adds to the fun
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the extra layer of confusion reinforces the comedy, Martine van Elk still uses social and 

literary context as her primary interpretant and suggests a much more complex 

interaction between Shakespeare’s work and the popular literature of the time, all 

reflective of real social topicality. Elk refers to the theme of cony-catching, or trickery, 

which appeared in the popular pamphlets of Robert Greene, and which are represented 

by the theme of mis-identification, noting that ‘the play addresses a basic anxiety about 

meeting fellow inhabitants of the city [...] as many contemporary warnings about the 

presence of cutpurses, pickpockets, and cony-catchers in the audience testify’ (Elk 2003: 

325). Cony-catchers befriended people in order to take advantage of them, and it led, 

according to Elk, to a wholescale breakdown of social order as a sense of social 

immobility begins to yield and then crumble in face of the awareness that class 

boundaries can shift and that change is a constant of human affairs.

The Comedy of Errors follows much the same structure as Plautus’ original (see 

page 94 n.95), and includes a series of confusions over the brothers, Syracusian 

Antipholus and Ephesian Antipholus, who have been lost in a shipwreck, and their 

slaves, both called Dromio. Unlike Plautus, however, who began the play with a 

prologue to explain what had happened, from which the audience could predict the plot, 

Shakespeare offers this information over the course of Act 1.1, narrated by the father of 

the twins, another new character who, having arrived in Ephesus to look for his sons, is 

sentenced to death unless he pays a fine. The audience receive the plot piece by piece, 

automatically creating for them a feeling of the unknown and uncertainty. When the 

spectator is then confronted with the confusion between the sets of twins, the reality of 

the situation, and the deception they were accustomed to with cony-catchers, is literally 

driven home. Where Plautus’ Menaechmus was a letch, Antipholus of Ephesus is much 

more moral and embodies the values and actions of an upright member of society. The 

Roman character unashamedly steals his wife’s possessions to give them to his 

courtesan, showing no respect for his marriage, but the Elizabethan husband, while he 

commits the same act with his wife’s necklace, only does so out of spite after he is

by giving a twist of mistaken identity to many of the dialogues [...] but is entirely in keeping with 
Shakespeare’s practice of creating characters in harmonizing pairs’ (Watt 1925: 403). Furthermore, it can 
also be assumed that Shakespeare got this idea from Plautus’ play, Amphitruo, where Jupiter disguises 
himself as Amphitruo to sleep with the man’s wife, Alcmena, without her knowledge, and Jupiter’s son, 
Mercury, dons the appearance of the slave, Sosia. In the end Alcmena gives birth to twins, a son each to 
Amphitruo and Jupiter.
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locked out of his own house. Unknown to his wife, Adriana, Ephesian Antipholus’ twin 

appears and stays for dinner while his slave keeps guard at the door; when the other pair 

attempt to enter, Syracusian Dromio blocks them. This scene engages with two 

fundamental insecurities that the uncertain times have caused to root in the mood of the 

audience: firstly, it is not even safe to trust those closest to you or those who otherwise 

appear to be decent members of society, and secondly, even one’s home is not 

necessarily as secure as one might assume. In other words, ‘[i]n The Comedy of Errors, 

the assumptions and expectations that are a part of everyday engagement with others 

destabilize social positions and undermine exchange, preventing correct assessment of 

the identity of the other’ (Elk 2003: 339).

Within this significant social conversation falls Shakespeare’s focus on 

witchcraft, a theme that is ‘frequently used in conjunction with madness, a particular 

favorite with writers of commedia grave’ (Clubb 1967: 248), and a topic that strengthens 

the escalating feeling of insanity.97 Witchcraft has long incited fear due to the extent of 

the ‘unknown’; if it is not understood, it threatens, and, if it threatens, it provokes 

unsettling trepidation. Messenio in Menaechmi warns his master of the swindlers and 

harlots that live in Epidamnus, but Shakespeare expands the admonition to include 

cozenage, dark-working sorcerers, soul-killing witches and disguised characters (Act 

1.2), causing the foreign twins to make similar accusations about people they encounter 

who have taken them as their brothers. Beyond the notion of the ‘unknown’, Niall Rudd 

suggests that:

[The] sequence of strange events reveals the terrifying duality of the world - a 
world in which Satan and his followers are in perpetual revolt against God (even 
though they can never hope to win). This cosmic struggle is mirrored within the 
human soul, which at times of crisis is in danger of being overwhelmed by the 
forces of evil. (Rudd 1994: 41)

Uncertainty and trickery, both of which were of deep concern to Shakespeare’s audience, 

were harbingers of a widespread malaise, opening the door to evil and destroying normal 

social order. At the end of the play, the audience travels back to their own time and

97 The feeling of insanity comes from the constant misidentification that is entwined throughout the play. 
Robert S. Miola (1994: 22) counts an increase from seventeen incidents of‘error’ in Plautus’ Menaechmi 
to fifty in The Comedy of Errors.
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place, and boundaries are restored in the recognition scene when the two sets of twins 

clarify their true identity. The assumption of madness is dissolved, as all perceived 

insanity in the play stemmed from extra-ordinary situations; accordingly, the audience 

develops a more acute awareness of how deception can occur at every level of society 

and in every aspect of life, but is also in some ways fortified against that instability. 

Within this reading of the plot, Shakespeare’s comedy, like that of Plautus, overturns 

society, but its function promotes a cathartic release of tension, not from hierarchical 

repression, but from the ever-present fear that the audience felt in the reality that lay 

outside the theatre. It is perhaps for this reason that Shakespeare chose to set his play in 

the foreign and distant Ephesus, to mitigate the effect on his spectators, allowing them to 

enter a fictional world and face their fears through comedy.

2.2 L’Avare

Shakespeare, in this reading, adapted his Plautine original by using the plot and 

characters to address issues relevant to his society. Moliere, in his relocation of 
L ’Avare/The Miser9* (which can be attributed to Plautus’ Aulularia/The Pot of Gold99) to 

Paris created a notably successful social comedy with the same cathartic function as 

Shakespeare’s. The textual similarities between the Roman and French misers, Euclio

98 L ’Avare, based primarily on Aulularia, follows the seventeenth-century French miser, Harpagon, as he 
frantically conceals his money from his household. Harpagon organizes a wedding between himself and a 
young woman, Mariane, who his son, Cleante, is in love with. Furthermore, he informs Elise, his 
daughter, who intends to many the young Valere who has been pretending to be a servant, that she will 
marry a rich old man, Anselme, and that Cleante will marry a widow. However, in order to wed Mariane, 
Cleante asks a money-lender for a loan, one which, unknown to the son, is provided by his father who 
wishes to increase his money through interest. When Harpagon discovers his son loves the girl he 
concedes to let him marry her, then refuses when they have an argument. Harpagon’s money is stolen by 
his servant La Fleche, but he believes it was Valere as he is told as such by his other servant, MaTtre 
Jacques. In the final act, Anselme appears for the first time, and, in a conversation with Valere, it is 
discovered that the latter is the brother of Mariane and that they are both the children of Anselme. 
Harpagon tells Anselme he owes him his money since his son stole it, and Cleante says he will get him the 
gold if he can marry Mariane. Finally, this wedding is agreed, and also the marriage between Elise and 
Valere, and while Harpagon returns to his money, the reunited family exit to be with Anselme’s wife.

99 Aulularia centres on the attempts of rich Athenian protagonist, Euclio, to hide his pot of gold from 
others so they believe him to be poor, constantly paranoid that they have found it. At the same time, 
unknown to Euclio, his daughter, Phaedria, is pregnant by a young man, Lyconides. However, the latter’s 
rich uncle, Megadorus, is persuaded by his sister to ask Euclio for his daughter’s hand in marriage, an 
arrangement he agrees to. The household god, the Lars, tells us in the prologue that he has arranged this 
attempted marriage so the young man might marry the girl more easily. During the wedding preparations, 
Lyconides informs his aunt about his relationship with Phaedria and his slave steals Euclio’s pot of gold. 
Lyconides confesses to Euclio what he has done and forces his slave to return the gold, resulting, in typical 
Plautine fashion, in a happy ending with the old man allowing him to marry his daughter and giving the 
gold as a dowry.
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and Harpagon respectively, are evident, and their obsession with money, the driving 

force of the plays, creates a dual layering of comedy and morality, both of which rest 

upon an abiding concern with the psychologically grotesque and abnormal. The basic 

plot of both plays is structured around the story of a rich old man whose constant 

vigilance and concealment of money is coupled with his attempt to marry off his 

daughter, who is being pursued by a young man, without a dowry. Consequently, each 

character, as portrayed through his speech and actions, is responsible for how he portrays 

himself as a miser to others, and ultimately for his own downfall. Euclio allows an 

insight into his personality from the outset when, in response to his servant who notes 

that there is nothing worth stealing in the house except cobwebs, he proclaims, ‘araneas 

mihi ego illas servari volo. pauper sum; [...] quod di dant fero’ {Aul. lines 87-88).100 

Likewise, Harpagon equally ridiculously asserts his poverty when he warns his own 

servants to ‘prenez garde de ne point frotter les meubles trop fort, de peur de les user’ 

(Act 3.1).101

Although it may appear that these are mere caricatures rather than characters, the 

distinction between their treatments of others in contrast to their relationship with money 

reveals a deep-rooted psychological issue. In both versions of the play, the misers’ 

money creates an intense paranoia of everyone they meet, constantly assuming that other 

characters are intending to steal from them, including Harpagon who even suspects 

himself of theft (Act 4.7). However, the misers’ closest relationships are not with other 

people, but with their material goods, evidenced when they speak to the money, with 

Euclio telling his pot of gold he will hide it in a shrine to protect it from enemies (580 

ff), and Harpagon addressing his cash box as his ‘cher ami’/‘dear friend’ (Act 4.7). 

Furthermore, in a scene common to both plays, where their personal and material 

relationships collide, it is clearly established that their money has become more than a 

friend. The young men eventually go to the fathers to ask permission to marry the 

daughters, and the misers, in a sketch of crossed-wires, momentarily believe that they are 

asking for the money. This scene is expanded by Moliere so that, when the young man 

states that the ‘treasure’ is wise and honest with beautiful eyes, Harpagon proclaims, ‘[i]l

100 ‘I want those cobwebs of mine looked after. I’m poor; [...] I take what the gods give me.’ All 
translations of Aulularia and L 'Avare in this chapter are my own.

101 ‘Take care not to scrub the furniture too hard, in case it wears it out.’
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parle (Telle comme un amant d’une maitresse’ (Act 5.3).102 Instead of inquiring about 

what he is talking about, he questions the level of the young man’s relationship with the 

cash box, indicating that, for Harpagon, if the outer aesthetic of the box is the equivalent 

of a mistress, then the money inside is true love.

The two misers’ relationship with money is, therefore, essentially the same, and 

we only begin to glimpse their true psychological nature at the end of the play when their 

treasure, following its theft, is returned to them. Where Euclio opts to give it as a 

wedding gift to his daughter,103 Harpagon runs off to be reunited with it. This can 

perhaps be explained by a subtle, yet significant, difference in the characters’ 

background. In both plays, the miser is juxtaposed with another rich man, one who is 

generous and thus content to part with his money in order to marry the former 

characters’ daughters. There is a class issue here: Euclio, unlike Harpagon, did not 

always have money, but found the gold that his grandfather had stashed. At the end of 

the play, having given away his money, Euclio states, ‘nec noctu nec diu quietus 

umquam servabam earn: nunc dormiam’ (fragment v);104 while Edwin L. Minar, Jr. notes 

that Euclio had no choice but to give his daughter a dowry, since his fortune was brought 

to public light and he could no longer deny his wealth, he argues that this fragment 

suggests his ultimate satisfaction at being free (1947: 273). Remaining within the 

Plautine tradition of role reversals, Euclio, therefore, represents the journey and downfall 

of someone who places great importance on, yet is mentally tormented by, material 

goods, and so, the comedy’s purpose ‘is not so much to depict the avarice of Euclio as it 

is to describe the fate of a pot of gold’ (Levi 1900: 22). The range of diverse Roman 

classes who would have witnessed the performance would have been perhaps united by 

the ability to understand the power money can have, no matter how much or how little 

they actually possessed, and the Aulularia provides them with a cathartic avenue to 

experience the ascension up the rigid social hierarchy, with all the discontent it causes, 

before inviting them to articulate their sense of fulfilment for what they already have.

102 ‘He’s talking about it like he’s the lover of a mistress.’

103 Although the ending to the Aulularia is no longer extant, five remaining fragments offer adequate 
information to form the general plot of the final act.

104 ‘By day or by night I could never rest; now I can sleep.’
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Moliere’s theatre, on the other hand, which was not written for class-defined 

groups, but a society of orders that was concerned with the ideal of the honnete homme 

(the perfect gentleman), ‘stands out as a testing ground and a judgment place where new 

social behaviors are tried out and sanctioned by laughter’ (Apostolides and McLean 

1988: 490). Harpagon’s obsession is, of course, the behaviour subject to mocking 

scrutiny, and it is pitted against the contemporary norms and values that are embodied in 

Anselme, his generous counterpart. In the recognition scene of the final act, spectators, 

and the characters, learn that Anselme is the father of both the lovers of Harpagon’s 

children, a family that had been separated years before in a shipwreck. The final scene 

shows the irreversible greed of the miser who, unlike Anselme who is confirmed in his 

status as the ideal loving father and husband by promising Harpagon anything he 

demands in order to leave the house as quickly as possible in order to be reunited with 

his wife, leaves the stage after giving his children the spouses they desire, not out of 

love, but to be reunited with his true family, his money. This character’s irredeemably 

destructive and deformed psychosis transcends the temporary downfall of Euclio. 

Moliere was not writing for a society where social mobility was a possibility, but rather 

for spectators who lived, in theory at least, by a certain code of manners. Harpagon 

lacks the ability to understand what is acceptable within his own society, and he allows 

the audience the opportunity to temporarily and cathartically transgress contemporary 

social norms and values by revelling in his forbidden and, at times, deranged 

behaviour.

105 This section has been expanded in my article ‘The Time-travelling Miser: Translation and 
Transformation in European Comedy’ (Kirk 2011). This article not only traces the transformation 
between Plautus and Moliere’s texts, but further considers David’s Johnston’s 2010 translation of 
L ’Avare/The Miser, first performed at the Lyric Theatre, Belfast, and its function in the transformation of 
both source texts. In this section of the article, I refer particularly to Johnston’s tactic of including a scene 
at the beginning where Harpagon, or Harpingon in the new version, directly addresses the audience, 
including the lines, ‘[tjhese are different times [...]. Things are changing, on the move. [...] Money 
doesn’t make the world go round. Money holds everything in place, so nothing changes. Cash is 
different. Cash is like your secret weapon. Keep it, hold on to it, don’t let anyone touch your cash’ 
(Johnston 2010: 2). This inclusion is significant in two key respects. Firstly, in the French text, we first 
meet Harpagon after he has been discussed by others, thus not allowing him the opportunity to characterise 
himself first-hand. Secondly, Johnston’s version situates itself in the heart of the economic crisis, thus 
presenting the new miser as a man with a degree of rationality that can connect with an audience that 
shares his concerns and prudent relationship with money. When considered in relation to the entire 
tradition of transformation, Johnston’s miser not only allows us to reconsider the French character, but we 
will further re-read the Roman text with a perhaps altered interpretation and more profound insight into the 
Roman Euclio. Such studies question the meaning of‘source text’ in translation; the translator’s
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2.3 Carnival and social comedy

As this section is concerned to show, both Shakespeare and Moliere’s adaptations, what 

we might term their translation techniques, present a shift between the two texts - source 

and target - and display a front-line engagement with the world of their envisioned 

spectator. Within this broad, but important, parallelism of their strategies, however, the 

playwrights employ very different translational tactics; Moliere fully domesticates the 

play by placing it in a Parisian context whereas Shakespeare retains the foreign location, 

and, furthermore, where the former altered the narrative in the final scenes, the latter 

maintained a similar narrative to Plautus, but added extra characters as well as seemingly 

minor sections of narrative which impact significantly on interpretation of character. In 

spite of these various techniques, it may be felt, however, that both playwrights remain 

within the comedic and theatrical tradition of Plautus, that, rather than representing new 

departures on stage, their two plays extend the continua of transformation: continua that 

have their roots in the ancient Roman Saturnalia and the farcical plays that fell within the 

original audience’s horizon of expectations. One of the conclusions that my practice- 

based research into Casina has led me to (noted in the section documenting process) is 

that that much of the play’s comic impact in performance is referenced to the strict class 

hierarchy of Rome, one which clearly does not resonate to the same degree with my 

target audience. It is, of course, intelligible, and the new translation will inevitably 

reflect some elements of this original situation, but spectatorship rests more upon theatre 

experience than cultural didacticism, and as consummate artists of the theatre 

Shakespeare and Moliere know that their new spectator must feel somehow involved 

vith that situation, that it concerns him or her too. So while, in broad terms, Plautus’ 

plays had the effect of a cathartic release of tension through role reversal, Shakespeare 

and Moliere come closer to engaging with what Mikhail Bakhtin, from his study of 

Rabelais’ sixteenth-century masterpiece, Gargantna and Pantagruel, was to later 

theorise as the carnivalesque.106

ergagement with a text in translation can potentially transform not only one ‘source’ text, but the entire 
tndition of which it is a part.

116 While Bakhtin acknowledges that the roots of Carnival lie in Saturnalia (see, for example, Bakhtin 
1)84: 70, 198 and 393), he does not discuss the connection with Plautus.
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Bakhtin’s theory of Carnival refers to a pre-Lenten celebration in the Middle 

Ages that, like the saturnalian setting, opposes authority and offers a space where 

alternatives can be imagined and performed. Carnival marks a brief and necessarily 

absolutely time-limited period when society’s hierarchical boundaries are abolished and 

where social norms are destabilised in an effort to promote a sort of social renewal, of 

popular regeneration. Bakhtin conceptualises this social function in terms of the 

celebration of the grotesque body whose transition from normal to ‘other’ takes centre 

stage during the revelry. The grotesque figure embodies the process of metaphorical 

death and rebirth, by way of literal excess, through which all that is considered high, 

whether of society or of the mind, is debased primarily through acts of copulation, 

feasting and defecation. According to Bakhtin, where the head and face represent the 

social and intellectual superstructure, consuming and devouring, the stomach, genital 

organs and buttocks are the material lower bodily stratum (Bakhtin 1984: 21). This is 

where Carnival perhaps most expands the saturnalian principle by focusing on excess as 

a necessary process in the act of regeneration. Through feasting and pregnancy, the 

stomach expands, transgressing the limits of the body, becoming full in the same way 

that the ground swallows us up in the grave (1984: 21), and then gives birth, either 

literally or through defecation, completing the cycle of death and renewal. When 

applied to society, the participants, in order to be reborn, live the process of 

degeneration, and exceed the limitations placed upon them by society itself, by 

transgressing the boundaries of what is acceptable in relation to contemporary norms and 

values. In other words, audience participation is active, not passive, as the spectators 

themselves become the outcast and the grotesque, provoking laughter that is inherently 

two-faced since ‘he who is laughing also belongs to it’ (1984: 12).107

107 The duality and grotesque nature of Carnival, where everything is incongruous and inverted, and 
nothing is forbidden, is of course reflected in clowning and the circus. The clown not only provides 
humour, but it causes fear, and while it takes the form of a human, it is grotesque and abnormal with its 
oversized physical features and impenetrable disguise. David Robb remarks that, ‘[t]he clown’s 
illusiveness, hybridity or transmutability may form a critical counterpart to rigid social homogeneity or 
ideological dogma; its mask may serve as a projection of a society’s illusions or repressed utopian 
longings; or it may function as an ironic celebration of the “other” that is feared, denied and substituted by 
falsehoods’ (2007: 1). The circus is a space where the audience can face their fears by participating in a 
comic scenario, performed by clowns whose comedy typically includes slapstick sequences, excessive 
acrobatic feats and obscenity. Like the Roman and Carnival festive stage, it is a place where spectators 
suspend disbelief as they enter the arena to celebrate anti-social antics and outcasts. Applied to the 
previous case-studies, Shakespeare’s The Comedy’s of Errors allowed its contemporary spectators to face 
their social fears, and Moliere invited the audience to transgress the society of orders. In other words, 
these plays were among the circus acts of their time, both degrading and regenerating spectators. For
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By locating the ‘outcasts’ of their contemporary society, and by adapting the 

pllays to enable their spectators to engage with topical social fears and interests, 

S hakespeare and Moliere have written works that retain the same cathartic function as 

Plautus’ original comedies, although implementing, as we have carefully traced, 

different translation strategies. Where saturnalian role-reversal was appropriate for an 

aincient Roman class-structured culture, even for Casina which, although it focuses on 

the male-female binary rather than class status, nevertheless uses this reversal as the 

catalyst for negation, Shakespeare and Moliere re-cast the carnivalesque in a way that 

offers their spectators the potential to have an experience in the theatre similar to that of 

the original audience. This is why we have been suggesting throughout that the success 

of Plautine translations, both commercially and academically, depends more on the 

quality of audience complicity than on translation choices; or, to put this in the terms 

discussed in Chapter One, many different decisions can create the same effect, and it is 

this effect, in different times and places, that allows us to talk not of absolute newness 

but an afterlife, a continuum. What are the implications of this for my practice-based 

project? A provisional conclusion would be that, in order to encode my interpretation 

into meaning for my new audience, I would first have to locate the voiceless in my 

society. The aforegoing study provides some measure of justification for this in its 

assessment that the theatre experience offered by Casina will be most enriched if the 

social binaries and character ambitions are ones shared by the majority of real spectators 

in real time, who can then release through laughter whatever tensions and reflections 

may be provoked, or invoked, by their contemplation.

2.4 Modern linguistic Roman comedy

By the twentieth century the Plautine tradition is now refocusing on developing and 

adapting not so much the central situations but the dialogue of these Roman plays. 

Although all the examples in the section that follows are underpinned by their retention 

of the same stock characters, it is Plautus’ linguistic humour that is captured most 

vividly in the play A Funny Thing Happened on the Way to the Forum (first performed

further criticism specifically on Shakespeare and the carnivalesque see the collections of articles in 
Knowles (1998). There has been very little written about the carnivalesque in Plautus, with the exception 
of David Christenson’s study of grotesque realism in Amphitruo (2001). It is not possible in this research 
to examine Casina, or any other Plautine play, through an application of Bakhtin’s concept of the 
carnivalesque, but this is a highly under-developed area of study that would offer further fruitful critical 
engagement.
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in 1962 on Broadway) and the British television sitcom Up Pompeii (1969-1975). 

Although both appear on the surface to be surprisingly faithful to the plays of Plautus, 

they diverge significantly from, what for sake of useful shorthand we will call, the 

‘ethical’ translation strategy outlined in the previous chapter. Both adaptations, unlike 

those of Shakespeare and Moliere, acknowledge that they are based on Plautus’ plays 

(although in general) and Up Pompeii, as we have noted, even includes him as a 

character. And both use the same Roman characters in a new series of stock situations - 

particularly, in these cases, the lecherous old man, the son, the slave, the wife and 

prostitutes all embedded within an ancient Roman setting, and recurring Plautine themes 

and devices, such as knowing asides,108 father-son rivalry, the slave’s attempts to be free, 

and the pitfalls of forbidden desire between the young lovers. In terms of the linguistic 

humour of the scripts, they exploit every opportunity to include the puns and sexual 

innuendo typical of Plautus. In other words, they bring Plautus back into the dramatic 

terrain of popular comedy, of low culture, offering, as Margaret Malamud notes in her 

discussion of A Funny Thing, ‘comic relief from usual images of Rome and Romans’, 

including, but not limited to, the stereotypical image of virtuous and patriotic senators 

(Malamud 2001: 43).109

Although Up Pompeii reflects revived interest of a sort in Plautus, and seeks to 

adapt the original scripts in a way that panders to the new audience’s sense of humour, it 

is notable that, aside from fleeting references, there is, to my knowledge, no academic 

study that explores the show’s classical heritage. The reason for this is perhaps that, 

beyond linguistic and farcical comedy, the programme appears to lack any social or 

subversive substance. Where Plautus drew on his own society to overturn class 

hierarchies, Up Pompeii presents spectators with generic Roman characters who provide

108 This device in Up Pompeii in a sense transformed the series into a piece of televised theatre as Frankie 
Howerd, who played the protagonist, the slave Lurcio, stepped outside the action to speak directly to the 
camera/live audience.

109 On the other hand, Richard Hawley addresses the concern that ‘|m]odern popular conceptions of love 
in ancient Greece or Rome are usually sexual. They are highly influenced by the tendency in the media to 
sensationalise this aspect of antiquity. Images of decadent, scantily clad men and women, at orgies, with 
plenty of wine and grapes, owe more to Hollywood movies and saucy comedy such as the television series 
Up Pompeii! than to ancient evidence’ (Hawley 2007: 1). However, this sexualised view of the Romans is 
actually illustrative of Casino, whose plot is driven by Lysidamus’ obsession with sex, and it further 
represents the context in which current versions of Plautine plays are working.
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comedy but who have no other real social impact. Nevertheless, this is the modem 

perception of Roman comedy, and by extension Plautus, and it sets out at least part of 

the horizon of expectations for any subsequent translations within the same era. This 

emphasis on comic intervention through quick one-liners, punning and innuendo reflects 

a demand for an immediate return on the spectator’s investment in the foreign. It may be 

that it is a function, in turn, of the immediacy of the medium, but it is also true that 

contemporary stage translators of comic playwrights as diverse Lope de Vega, Moliere 

and Dario Fo frequently feel pressurized to make their translations as funny as 

possible.110

A Funny Thing, on the other hand, offers what may be considered a more

interesting take on contemporary Plautine tradition. I had the opportunity to see an

amateur performance of this play in 2009,'11 during which I reached conclusions similar

to ones articulated in the discussion above on Up Pompeii. Aside from its use of songs

to bring Plautus back to his own genre of musical comedy, it featured the same stock

characters and is again based on an amalgamation of plays, including such characteristic
112themes and devices as mistaken identity, cross-dressing and romantic rivalry.

110 It is commonly accepted, for example, that Dario Fo is much ‘funnier’ in English than in Italian, 
perhaps at the expense of some of his more hard-hitting political satire in the original.

111 This was a Tip Top Productions performance at the Forum Studio Theatre, Chester in May 2009.

112 However, by using stock characters, like Moliere and Shakespeare, all of these studies are connected by 
successfully remaining within the Plautine tradition that eventually transformed into the sixteenth century 
Italian Commedia dell’arte. Commedia was bom as a style of masked comedy that was performed by 
troupes of travelling actors, which originated in the marketplace as a device to draw in crowds. Although 
it was more closely related to the Commedia enidita, ‘learned comedy’ whose Latinate dialogue generally 
excluded the lesser educated, John Rudlin notes that ‘the Commedia troupes seem to have adopted much 
from the latter form which, in turn, attempted little which did not derive from Plautus and Terence’ (1994: 
16). However, in Commedia, the actors did not use scripts, but they worked from a scenario that detailed 
the general structure of the plot as a way of structuring the otherwise improvised scenes, a framework 
which they then filled in with lazzi (memorized gags) and spontaneous improvisation. The scenarios 
revolved around mistaken identity, intrigues, rivalry between fathers and sons regarding a young girl, and 
other themes that are to be found in Plautus and, subsequently, throughout the rest of this tradition. Stock 
characters, while working under new names, nonetheless remain essentially the same as Plautus’ as the 
general characteristics of a character across several of the Roman plays are embodied in one particular 
Commedia character. Plautus’ master, for example, becomes Pantalone, the rich employer, cruel master, 
and father who relentlessly tries to marry off his daughter to a rich husband (Rudlin 1994: 94), and the 
Zanni, his servants, which includes Arlecchino, represent the servus callidus. Commedia, like the Roman 
comedies, heightened farcical and slapstick comedy as a means of transforming the age-old stock 
situations into entertaining sketches. However, where it most develops its predecessor is not in its 
dialogue, but through its exaggerative extra-textual devices. Commedia, then, played a role in continuing
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However, the play, despite being a much celebrated work, made no real impact on me; 

initially it seemed that the actors had failed to connect with the audience, yet, after 

reading the script, it became clear that the play itself, while written for a new audience, 

did not appear to translate the social layer, the central situation, of Plautus’ play. Larry 

Gelbart, one of the writers, explains that the skopos of the play was ‘to prove [...] that 

Plautus’ characters [...] and his style of plotting [...] were timeless’ (2008: xi), a 

statement which may well lead the reader to wonder why they felt it necessary to create a 

new script rather than translating and transforming one of the originals. He provides an 

answer to this, in part, in his acknowledgment that, ‘[w]e were not simply out to prove 

some esoteric point that would have had an appreciative audience of three. We wanted a 

commercial as well as an artistic success’ (2008: xi), meaning, in this case, a mix of 

strong music and comedy. However, what exactly is it that the audience appreciates?

The work of one American scholar, Margaret Malamud, makes it clear that 

cultural differences play a significant role in the reception of this play. Although 

Malamud notes that ‘Gelbart and Shevelove’s adaptation of Plautus’ Roman comedies 

deliberately avoided critiquing either Roman or American society’ (2001: 43), she

the comic Plautine sequences, and while it remained within the realm of social comedy, it established and 
inspired a style of acting that was resonant of its classical origins and that would later manifest itself in the 
gestures of the silent comedy actors (see Kerr 1980 for a detailed study of silent comedy acting styles and 
techniques). However, not long after the success of the comedies Up Pompeii and A Funny Thing, the 
Commedia tradition was again reinvented and returned to theatre in the scripted plays of Dario Fo, a 
playwright who is greatly influenced by the giullare, a ‘stand-up comic, tumbler, juggler, mime, singer, 
dancer, clown, satirist, actor’ whose humour functioned as corrosive satire (Farrell 1989: 322-24). Fo, 
however, is not the first to write scripted Commedia, a task that was begun by Goldoni in the eighteenth 
century. Goldoni was writing at a time when popular theatre in Italy was dominated by commedia 
dell'arte and commedia erudita, and while his comedy was greatly influenced by this tradition, 
particularly in relation to the works and style of Plautus and Moliere, his objective was to move away from 
the improvisatory nature of these sketches to produce a scripted version of the stock situations. Erenstein 
explains that, ‘[i]n Goldoni’s eyes Commedia dell’arte had degenerated into the tasteless drollery of 
servants without humour, alongside which the lovers, still playing in the dated rhetorical tradition in 
dialogues and monologues full of worn out stylistic and linguistic figures, were anything but original. 
Goldoni proposed that a new repertoire should be found that coincided with the new Zeitgeist' (1989: 135). 
Moliere too was a pertinent writer in the Commedia style, a tradition that was familiar to him by the 
introduction of Italian comedy to Paris. Gustave Attinger even goes so far as to state that, ‘[cj’est avec 
Moliere, en Moliere, que la comedie italienne, plus specialement la commedia dell’arte, a servi la cause du 
theatre comique en France, lui a en quelque sorte donne son envol’/‘It is with Moliere, in Moliere, that 
Italian comedy, and more specifically commedia dell’arte, served the cause of comic theatre in France, in 
a sense giving it wings (Attinger 1969: 114; my translation). While Up Pompeii and A Funny Thing do 
not have a similar social impact to the plays of Shakespeare and Moliere, they do in fact equally transform 
the Plautine tradition.
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nevertheless suggests that the song Freedom, about the slave’s desire to be free, equally 

resonates with the American ideal, particularly in relation to black rights when the role 

was played by Whoopi Goldberg (2001:38), and that the play works in connection with 

E.ast-Coast Jewish comedy at the time it was written, principally in relation to its fast- 

talking, slapstick-orientated vaudevillian style. The play, therefore, when placed in the 

context of its contemporary American society, effectively does translate the social and 

comedic functions of Plautine plays. Nevertheless, since the script was not adapted for 

the British stage, this new audience has less access to these cultural nuances. Therefore, 

in this country at least, Rome is typically portrayed, and probably perceived, in popular 

entertainment as the site for and purveyor of low comedy that specialises in slapstick and
113linguistic humour.

Up Pompeii and A Funny Thing sit within the Plautine theatrical tradition (see 

page 105 n. 112), drawing from the scenarios that lie at the heart of ancient Roman 

comedy and Commedia dell ’arte, and acted out by those stock characters that originated 

over two thousand years ago. As Gelbart argues, they have both enjoyed, and still enjoy, 

much commercial success, and have re-popularised and transformed Roman comedy and 

its tradition in the twentieth and twenty-first centuries. However, to return to the 

discussion set out in the Introduction, they have not been subject to any significant 

critical analysis within performance, reception or translation studies in the way that the 

shifts between Shakespeare and Moliere’s plays and their originals have been analysed 

and interpreted in relation to their synchronic and diachronic axes. The one major thread 

that seems to connect the scripts of Shakespeare and Moliere, but which is absent from 

contemporary reincarnation of Plautus, is the carnivalesque comedy and the impact this

113 However, the sexual dialogue that has been developed in modern society can perhaps be seen as a 
constituent aim of the carnivalesque. The dialogue of Plautus’ works include clever word play, 
intertextual and intercultural references, and develop characters and principle themes, but his sexual 
innuendo acts as a device to overturn class structures. Such references uttered by the upper-class 
characters take them from their typically conservative stratum and place them in what can be described as 
the ‘gutter’, in the lower level of society, in much the same way that humour can be derived from the 
clever actions of a lowly slave. As the Freudian type of joking denotes, sexually-charged jokes represent 
repression of the subject-matter, and voicing an action that is otherwise prohibited or disapproved of 
allows the speaker and his/her listener to temporarily experience the act while retaining integrity and 
acceptable social action. Linguistic comedy allows characters to address each other and to converse in a 
way that the real-life version cannot, and so slaves insult their master, wives critique their husband, and 
the upper-class speak like the lower-class. Dialogue is thus a significant device in reinforcing humour and 
in encouraging catharsis, but, on its own, it greatly lessens the effect of the social discourse that is integral 
to Plautine comedy.
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can have on the receiving society. Although sexual innuendo and the comic scenarios, 

which remain within the Plautine theatrical tradition, are evidently successful for my 

ir.temded spectator, a fusion of linguistic comedy and stock narrative and characters with 

social relevance and transgressive humour would appear to offer the most potential to 

crea te both objectives of this practice-based project - a meaningful theatrical experience 

within the receiving culture, and a hybrid text that allows connections betwixt and 

between different times and places.

2.5 Translation strategies

This chapter has outlined my reading of Casina in its own socio-historical context, 

derived from an application of such interpretants as other critical views, reception 

theories inter alia, but it is a reading that is dependent on the outworking of social 

relations at the time, so that there is a danger that this will be experienced as ultimately 

meaningless by my target audience (as Steiner argues in the first stage of his 

hermeneutic motion). Therefore, I intend to encode this reading into my translation 

functionally, attempting to voice what is frequently unsaid in my own society, hopefully 

enabling in the process a subversion of known social hierarchies and recognisable 

positions of power. It is translation method that is aligned with Venuti’s model, 

decontextualising and recontextualising the original play’s intratext, intertext and 

reception by relating it to the world of my target audience; this will be conditioned by 

the historical tradition of the transformation of Plautine plays that any translation will 

seek to conform to or negate. The second part of the analysis offered by this chapter 

puts forward a brief overview of a variety of such transformations, basing my reading of 

their translational procedure on shifts that they create and exploit between the original 

and target. This discussion highlighted in turn some of the key elements of Plautine 

plays that are widely successful, and offered various translation strategies for creating a 

translation that is both Plautine but equally belongs to itself and to its own position 

within the new receiving system. Shakespeare and Moliere alike followed the narrative 

line of their source text, but significantly altered the characters and themes to translate 

the social layer of the play for their respective Elizabethan and Parisian audiences. As 

such, to achieve a similar new effect in the translation of Casina offered by this thesis, I 

would have to negotiate, on one hand, the saturnalian notion of role reversal, and on the 

other hand, the stock characters that are part and parcel of spectator expectation and
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understanding. That said, the two recent contaminatio examples, A Funny Thing and Up 

Pompeii, are perhaps closer to my target audience’s horizon of expectations. They alter 

the narrative of the originals, yet retain stock narratives and characters, and focus on 

farcical and linguistic humour in their attempt to create commercially viable 

entertainment. So viable, indeed, that such linguistic humour has entered into stock 

comedy norms (the Carry On films come irresistibly to mind), developing into an iconic 
form of British humour.114 Recreating, for example, Plautine puns and innuendo will 

automatically place the translation into its tradition in my time and place.

Chapter Three will therefore explore the problematics of transforming Casina to 

encode such an interpretation and such a sense of potential function, and will discuss the 

translator’s attempts to integrate the translation into contemporary theatrical and 

comedic norms through an application of thematic and formal interpretants.

114 This observation does not pretend that these Plautine translations created this tradition. They tapped 
into an existing tradition, coming from manifestations as diverse as Music Hall, circus, pantomime and 
saucy seaside postcards. But it could be argued, in turn, that this is a tradition that has developed from 
commedia dell'arte, in itself influenced by the Plautine comic tradition.
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Chapter Three
Translation: The Specific Problematics of the Text

supera tolle limen pedes, mea nova nupta; 
sospes iter incipe hoc, uti viro tuo semper sis 
superstes, tuaque ut potior pollentia sit 
vincasque virum victrixque sies, tua vox 
superet tuomque imperium, vir te vestiat, tu 
virum despolies.1 b (Pardalisca, in Casino)

The discussion of this chapter, following on from Chapter One’s characterisation of the 

role of the translator where s/he, in the early stages develops a particular understanding 

of the source text by bringing various interpretants to the reading, now turns to textual 

specifics. We noted that this hermeneutic act, as argued by Heidegger and developed by 

Gadamer, is inseparable from the shifting spatio-temporal existence of the interpreter 

whose engagement with the text is subject to new understanding following new 

experiences and relationships with the world from the perspective of ever-changing 

cultures. It is this fluidity and flux that allow us to think of translations as unique 

writing forms, a view that derives from and contributes to Benjamin’s notion of the 

continua of transformation in which various meanings are exposed and which 

subsequently alter the historicity of the source text. Plautus’ plays have a rich and varied 

history of transformation by both major canonical playwrights and Classics scholars, and 

Chapter Two in particular was concerned to explore how writers of what we might call 

creative (rather than scholarly) translations succeeded in writing a performable play by 

keeping one eye on the future mise en scene and entire semiotic system of which the 

script will form a part.

Significantly, these creative translations make use of certain dramaturgical 

strategies to create plays that were not only highly successful on the professional stage 

but that also have attracted scholarly attention. They achieve this primarily by 

reworking the plot and characters of the original, as we have seen, and by using stage

115 ‘Raise your feet above the threshold, my new bride; begin this journey safely, so you can always stand 
over your husband, be powerful, and conquer him, let your voice and your power surpass his, let your 
husband clothe you while you strip him in return.’
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language to find new dimensions from old themes, thereby situating their work in the 

contemporary social sphere. These are writers who bring a writerly approach to their 

versions, admittedly employing divergent translation strategies but, in essence, 

successfully moving beyond the threshold of the source texts and entering into the 

second and third stages of Steiner’s hermeneutic motion, realising there is no meaning to 

be found, battling with the original author, and bringing the spoils of new meaning into 

the receiving society. Furthermore, as we noted, a concern for impact and complicity 

(rather than just entertainment value) appears to be the crucial difference between the 

works of Shakespeare and Moliere, on the one hand, and Up Pompeii and A Funny 

Thing, on the other; these latter two adaptations are more properly speaking the work of 

writers who have not completed the hermeneutic motion by developing an interpretation 

that relates to the target society, so that there is no possibility at the outset of the 

emergence of any sort or degree of an enriching textual hybridity between two cultures 

and languages. Essentially what both of these ventures provide are excursions into the 

simple toga-clad exotic.

This provides the context for the analysis put forward in this chapter. Its 

contentions are located within an aspect of translation method to which we have already 

alluded, that is the relationship between strategy and tactics in the translation process 

(developed here in Section One). Central amongst these contentions is that 

performability is dependent upon finding functional solutions for the dramaturgical 

choices that structure and focus the script for the three key stakeholders of the 

performance, namely the source text and author, the actors and the target audience. By 

considering in turn the principal areas of Plautus’ text that have created my 

interpretation, and that will, therefore, encode my interpretation into the translation, this 

discussion will contend that philological, or scholarly, translations, or translations that 

attempt to recreate Plautus’ tactics without reference to the strategy that embodies them, 

may not necessarily create an equivalent function or provoke a similar effect. At the 

heart of this is what has been argued as the ethical responsibility of translation to create a 

hybrid script (in the case of Casino itself the translation of a script that is also hybrid), an 

objective that is illustrated by comparing dramaturgical decisions that are inevitably 

different across the distinct cultural and aesthetic norms, and socio-historical conditions 

and assumptions of two moments and two places. This notion of localisation and
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hybridity is the central concern for Section Two. Moreover, audience complicity is 

crucial in the immediacy of performance, and norms, relevance and localisation span 

every aspect of translation, especially the translation of comedy which, as we have 

noted, increasingly requires for its successful acceptance an immediate response from 

the audience. The third section discusses this key functioning of both linguistic comedy 

and the adumbrating comedic role of the prologue; however, the tactics implemented to 

solve this problematic remain an equally central concern for the final two sections on 

character and language. Chapter Two is intended to show that comedy of character, by 

and large, stems from a number of voids - the gap between social expectation and 

character or situational incongruity, the mismatch between spectators’ inherited 

knowledge of the characters’ backgrounds and their stereotypical roles, and their actual 

individual performances constructed through dialogue, extended into the audience 

through a series of speech acts; two thousand years later, these characters may well still 

exist, but on the stage characterisation is socially and culturally shaped, and for that 

reason their language is significantly altered in this translation. The final part of this 

discussion in Section Five takes this one stage further through an examination of the 

structure of language, its metre, rhythm and poetic devices, in order to show that the 

linguistic dramaturgical choices of the translator extend beyond notions of naturally- 

occurring language and wend their way into the musical framework of the text - what 

we referred to previously as highly-marked language. In short, by employing various 

translation strategies in translating location, comedy, character, dialogue and rhythm, 

and by analysing three different drafts, this chapter outlines the tactics I used to go 

beyond a philological translation in order to create a performable translation of Casina 

for my putative spectator.

1. Strategy and tactics

Each stage of the translation process has been carried out by implementing a clear and 

concise strategy through tactics that have been proven to produce certain effects in the 

target literary system. The terms ‘strategy’, from the Greek strategic/ meaning 

‘command of a general’, and ‘tactics’, from taktike meaning ‘arrangement’, loaded with 

military imagery of precision, cohesion and planning, are the fundamental bases of war
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and business. We saw in Chapter Two that Cleostrata’s victory in battle and defeat of 

her husband came ultimately from focusing on her objective of gaining equal power 

relations; her strategy was to structure her ‘soldiers’ according to the tried and tested 

hierarchy of the Roman army, and she altered her tactics in line with the fluid narrative 

by gauging the enemy’s weakness. In business too, success is determined by a clear 

objective and adaptability:

One of the themes of the theory of business strategy is that we should distinguish 
strategic decisions, which involve long-lasting commitments, from tactical 
decisions, which are short-term responses to the current environment. In the 
language of game theory, the strategic decisions determine the evolution of state 
variables that provide a setting in which current tactics are played out. (Shapiro 
1989: 127; original emphasis)

The implications of such a theory for translation are evident: the previous chapter has 

shown that both Shakespeare and Moliere have similar overarching strategies which 

coalesce to create a performable script by weaving a social subtext through language, 

character development and/or comedy, and we can verbalise their specific theoretical 

and theatrical tactics by searching for shifts between the source and target texts. Their 

tactics vary from translator to translator, and are dependent on the social or political 

environment of the implied spectator; still within game theory, the playwrights observe 

the competition, or literary norms, to gauge the success or failure of various other 
contemporary tactics.116

This adaptability to changing times and norms, and the exploration of available 

dramaturgical choices, have secured a new ‘aura’ for the translations. Without doubt, 

these playwrights will have written various iterations of their scripts, altering their 

translation tactics in order to move closer towards securing their long-term strategy. 

Such an approach to translation can perhaps be understood through a model developed 

by Chris Argyris and Donald Schon to describe the so-called ‘espoused’ theory. Argyris

116 Translation theorist Jin Levy has also noted the applicability of game theory in the process of 
translation since decisions are based on practical experience. He further argues that translation as a 
decision process is ‘a series of a certain number of consecutive situations - moves, as in a game - 
situations imposing on the translator the necessity of choosing among a certain (and very often exactly 
definable) number of alternatives’, and that ‘[o]nce the translator has decided in favour of one of the 
alternatives, he has predetermined his own choice in a number of subsequent moves’ (Levy 1967: 1171- 
72). Therefore, in addition to the translator basing decisions on the experience of oneself and others, one 
decision will produce a domino effect on the rest of the translation.
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and Schon’s work discusses humans’ (re)actions in a given situation based on the 

espoused theory of a person and their theory-in-use. The espoused theory is defined as 

‘the theory of action to which he gives allegiance, and which, upon request, he 

communicates to others’ (Argyris and Schon 1974: 7), or, in other words, what that 

person thinks they would do in a given situation, or what they would like others to 

believe. On the other hand, the theory-in-use, ‘the theory that actually governs his 

actions [...], which may or may not be compatible with his espoused theory’ (1974: 7) is 

what they actually do when faced with this situation. They argue, however, that many 

people are not aware of this incongruency in their theories or of the reasons responsible 

for it. The process that leads to the implementation of their theory-in-use begins with 

what they call their ‘governing values’,117 or how they intend to respond to a situation; 

following this is their ‘action strategy’, what they actually do; finally, there are the 

consequences to their action strategy and the consequences may or may not be 

compatible with their governing values, their intentions. If they are compatible then 

their espoused theory is correct: however, if there is a measure of incompatibility, what 

we referred to in the Introduction as a ‘disconnect’, then the person will not create a 

product or course of action that has the intended or desired effect or impact.

Argyris and Schon define two methods of learning from such an outcome: single 

and double-loop learning. They have suggested that a person’s first response in 

correcting the error is to change the strategy, or action, they employed in order to 

achieve their governing values. This they term single-loop learning, which leaves the 

person with the same intentions but with a different method to achieve them:

ConsequencesAction strategiesEspoused/ Governing 
values

117 It should be noted that although Argyris and Schon state that a person’s governing values are based on 
the previous actions of others, their governing values are the beginning of their own process of action.

118 These diagrams have been created by myself for clarity but are not taken from Argyris and Schon’s 
work.
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They maintain, however, that double-loop learning is the more effective way of 

assessing how we implement action. This type of learning involves, not altering our 

strategy to achieve our intentions, but altering our governing values themselves. 

Double-loop learning therefore aims to question the assumptions behind the governing 

values:

ConsequencesEspoused/ Governing 
values

Action strategies

If we say that the ‘governing values’ represent our dramaturgical and translation tactics 

to achieve individual ‘action strategies’, which are the available translation theories, and 

which consequentially lead to a performable script, then this model suggests that we 

retain the same objective, or ‘consequence’, that is, performability. But, if our tactics do 

not create the intended result, then it is more effective not to challenge translation 

strategies but to reconsider our own dramaturgical choices by challenging assumptions 

we have made about the source text or about how others have successfully employed 

these tactics. What this means for the translator is that s/he can establish the desired 

consequence of the translation and explore various tactics that can achieve the 

overarching strategies which should, in turn, create a performable translation.119

1.1 Strategies for translating Casina

The brief study of the tradition of Plautine plays in Chapter Two, supplemented by my 

own interpretation of Casina, had already begun to shape my own translation strategies

119 Argyris and Schon’s theory has been conceptualised in other reflective practice studies, primarily in 
management and education (see Taylor 1996 for a case study which applies this theory in drama 
education), but it has not, to my knowledge, been applied in translation or theatre translation studies. 
However, this theory first came to my attention in Brad Haseman’s article (2007) on the problematics and 
methodologies of practice-led research in which he discusses David Fenton’s process of gathering data in 
his role as a director. One stage of this process includes an application of Argyris and Schon’s model in 
order to document his reflective practice, demonstrating its applicability to theatre research, and, by 
extension, its potential in analysing scripts in the performance process.
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prior to the actual written practice by using as my interpretants the surrounding norms 

and trends of reception. Although I intend to place the translation within the linguistic 

comedy tradition that has proved commercially popular, partially driven by the objective 

of allowing an audience that is unfamiliar with Plautus to discern his influence on 

contemporary entertainment culture, I hope to incorporate my interpretation, derived 

from my own lived experience and my awareness of the implied spectator, into the 

translation in order to create an envisioned impact on the new audience. In this sense, I 

am conforming to contemporary comedic and theatrical norms, but I aspire to negate 

current preconceptions that Roman comedy is predominantly farcical with little meaning 

beyond the surface. In this way, my translation aims to bring Roman comedy back in 

line with the impact of the translations of Greek tragedy that in the last two or three 

decades have exploded onto the Irish stage, and that demonstrate the potential of these 

source texts on a politically unstable society. However, at a time when the Troubles are 

becoming steadily less topical, the Classics have a new role to play, and one of the 

principal potentials of the Roman comedies is to challenge the current ideal of political 

correctness, an assimilative ideal that is often falsely projected without representing the 

true beliefs of the speaker or writer, by attempting a deconstruction of a social extreme 

of Northern Irish class and regional stereotypes beyond religion.

In order to incorporate my interpretation of the original, drawn heavily from 

Plautus’ character portrayal, into this new system, and to retain a sense of the cathartic 

saturnalian and carnivalesque humour of the original performance, it is clear that, 

learning from, and following, the example of Shakespeare and Moliere, I will have to 

adapt the characters to conform to a new class hierarchy. Working with plays that were 

once so dependent on stock narratives and characters, immediately recognisable to the 

audience, the interrelationship between relevance to the spectator and audience 

complicity becomes the overarching textual problematic for the translator. Who have 

these characters become today, and how do we develop them in translation? However, 

such questions only take the translator so far and whatever answers we find will not 

necessarily lead to a performable play whose language, as discussed in Chapter One, has 

a purpose, an effect and a subtext. Language is the translator’s dramaturgical tool to 

evoke interpretation, and within this deconstruction and reconstruction of character, 

underlying issues emerge, including dialogue, naturally-occurring language, rhythm,
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gesture and action; a socially-encoded character, although temporally or socially foreign, 

draws the spectators into the play in order to decode the narrative. As such, the writer 

develops a script whose skopos is three-fold: to include signs that are decoded by the 

actor, to write dialogue that is not only speakable for the actor but that is also 

simultaneously intelligible and challenging - in the sense of sufficiently marked - for the 

audience, and to create a hybrid script that enables travel between, and conversation 

with, source and target cultures. By weaving the interpretation into this triadic tension, 

the strategies and tactics will work together to create a more performable script. This 

chapter, then, uses three post-literal drafts of translations of Casina, the third draft being 

the first one to enter the actual production process in Chapter Four, in order to explore 

the dramaturgical decisions, or tactics, that supported the four strategies geared to create 

a performable draft of the script - namely, an appropriation of location, character, 

language and comedy.

2. Localisation

While the remainder of this chapter essentially deals with tactical decisions geared to 

secure the location of the translation, since character, language and comedy are all, to 

greater or lesser extents, rooted in the audience and writer’s spatio-temporal existence, a 

brief exploration of the opening of the play demonstrates the importance of the evocation 

of place from the outset. Theatre not only incites the spectator towards acts of 

imagination, it also depends on spectator complicity with those acts if the play in 

question is to really work on stage. This section considers how the Prologue of Casina, 

whose function ‘is to make contact with the spectators, to enlist their good will, and to 

explain what is necessary for their understanding of the plot’ (MacCary and Willcock 

1976: 97), draws spectators into the action through Plautus’ use of cultural references 

and evocation of traditions. This scene will be explored more fully in the section on 

translating comedy that follows, particularly in relation to stand-up comedy, but the 

major function of the prologue in establishing time and place cannot be separated from 

the play as a whole.
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2.1 Hybridity

Writing for the new spectator, the translator is in a position to adapt his or her textual 

and theoretical tactics in order to put into effect Plautus’ own strategies of hybridity. By 

focusing on the culture-specific dialogue of the Prologue, and by tracing the translation 

through various drafts, this section will illustrate that not only is it possible to alter 

which theory is applied to a given problematic section of the text in order to achieve a 

similar potential effect, but that translation, as Heidegger suggests in his hermeneutic 

circle, takes place both on the level of the whole text and its individual parts, and that 

any single dramaturgical decision necessarily carries repercussions for the rest of the 

text.

Central to the methodology proposed within this thesis, and to its underpinning 

assumptions, is the idea that a text cannot be separated from the context in which it was 

written and the aesthetic literary norms to which it conformed or to which it negated. 

This explains the discussion in Chapter Two which argues that Plautus’ audience’s pre

knowledge of theatrical tradition, stock characters and narratives means that these core 

bodies of knowledge, that together conform to the audience’s horizon of expectations, 

subsequently require little explication in the prologue. By way of example: spectators 

would have expected an adapted Greek play, for which this playwright was particularly 

known, encased within a popular format. In other words, their expectation of the theatre 

event revolved around a foreignised play that would, on the surface, tell the comedic 

story of another culture. This has two primary implications for the Plautine translator: 

does the Greek layering have a place in the new hybrid text, and will the new target 

audience be aware of this cultural and theatrical layering? Casina, in practice, is 

relatively unproblematic in this case as it offers the translator the opportunity to work 

with the following nugget of dialogue:

Clerumenoe vocatur haec comoedia 
graece, latine Sortientes. Deiphilus 
hanc graece scripsit, post id rursum denuo 
latine Plautus cum latranti nomine.120 (Cas. 31-34)

120 ‘This comedy is called Clerumenoe in Greek, Sortientes in Latin. Diphilus wrote it in Greek, and after, 
Plautus with the barking name rewrote it in Latin.’ The Latin word ‘plautus’ was also used to describe a 
dog ‘with soft flat ears’ (MacCary and Willcock 1976: 102).
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Although this passage was likely first included in the revival version a generation after 

Plautus’ death, we are provided with the author of the source text and the original source 

culture, highlighting the fact that this is a translation. In my three post-literal drafts of 

the translation, we can see that the Greek references have almost entirely been omitted. 

The new translation is concerned to write forward the fact that the source text here was 

the object itself of adaptation, its purpose now to demonstrate the ongoing tradition of 

the play:

Pilfering Plautus picked a Greek production and called it Sortientes, The Lot- 
Drawers in English. The translator took Plautus’ cue, butchered the Latin, and 
called it Casina. (Appendix One: 215; Appendix Two: 253; Appendix Three: 
287)

This is the last mention of the Greek original in this translation, but it is supplemented by 

the intimation to the audience that the play now sits between Roman culture and their 

own Northern Irish one.

The translation quoted above remains identical throughout the three drafts; like 

our original, it serves mainly to present the name of the play and give the original title. 

Therefore, in deciding to retain Plautus’ strategy of offering spectators a self-consciously 

foreign text, it is necessary here, in order to remould the new audience’s horizon of

121 The issue of titles and names is of course a crucial problematic in the translation process. On the one 
hand, titles are both the synopsis for a play and a commercial selling point, and, on the other hand, as we 
saw in Chapter Two, names have specific meanings and connotations that direct the audience’s gaze 
towards a character’s characteristics and background and perhaps influence reception. My decision to 
retain the standard English title of Casina and to leave proper names un-translated is two-fold: firstly, it 
acts as a foreignising tactic in order to present a play that is ostensibly concerned with the ‘Other’; 
secondly, since Plautus’ plays, and especially Casina, are relatively unknown on the English-speaking 
mainstream stage, it is more effective at this point to introduce canonical names into the literary system. 
Many translations and adaptations of plays alter names for purposes of pronunciation or to establish new 
intertexts. In the film Mickey B (2007), for example, an adaptation of Macbeth, written and performed by 
serving prisoners in Northern Ireland’s maximum security prison HMP Maghaberry and reflecting life in 
prison, character names take on new meanings; Lady Macbeth, for example, becomes Ladyboy, the prison 
transvestite, and this allows the audience to engage with the transformation of the original by reflecting on 
the new names and their connotations. Although the original meanings of character names in Casina are 
lost in the translation, and given that perhaps not all of Plautus’ audience knew sufficient Greek to discern 
those meanings, this does not affect the overall narrative of the play. One exception to this is the character 
of Myrrhina; some Latin terms are included in this translation, including salve and ave, meaning ‘hello’, 
and by writing that Cleostrata, the real Roman woman, says ‘ave Myrrhina’ to her neighbour, the audience 
is reminded of the Catholic Hail Mary, or Ave Maria, which is comedic, but further serves to characterise 
Myrrhina as the pious matrona who is juxtaposed with Cleostrata.
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expectations, to inform spectators at the beginning that it is a translation that has been 

subject to some degree of appropriation. The beginning of the third draft illustrates the 

dramaturgical tactic designed to achieve this, where the Prologue speaks the opening 

sentence of the original Latin, followed by a literal translation, and finally the 

performable version:

Salvere iubeo spectatores optumos, fidem qui facitis maxumi, et vos Fides. Si 
verum dixi, signum clarum date mihi, ut vos me esse aequo iam inde a principio 
sciam. (To audience) Latina? No?

Greetings to our utmost spectators, who hold faith in the highest honour, and 
Faith, you. if 1 have spoken the truth, give me a clear sign so that I know from 
the start that you are fair towards me.

Salvete most frightful plebs. I am your Prologue for the evening. Well? 
Where’s the applause? (Appendix Three: 286)

This tactic, while prompting the audience to blend out and back into the performance 

through distancing language then naturally-occurring speech, further serves two types of 

spectator whom I assume will be present at the final rehearsed reading: translation 

scholars, who will be participating in Invisible Presences, a conference on translation 

and dramaturgy in which the play will be performed, and the educated generalists or 

non-translation specialists. On the one hand, for those with an acute awareness of 

translation strategies, this insertion allows them to travel through the source text, the 

literal translation and the performable translation. These spectators are therefore, 

potentially, in a position to criticise the translation by bringing to their understanding of 

the play the interpretant of various translation theories that are used to create a 

performable script. On the other hand, these lines challenge assumptions about old or 

classic texts; spectators are informed that the play was originally Roman, then the literal 

translation, evoking foreign and almost bourgeois language, such as ‘[gjreetings to our 

utmost spectators’, often associated with classics such as Shakespearean plays, which are 

often viewed as dated and intellectual, plays to the potential expectations of some 

spectators coming to see a Roman comedy, and negates these notions by presenting them 

with a translation couched in language that invites familiarity.



122

2.2 Ephemeral topicality

It may be worth noting at this point that none of this discussion assumes a univocal 

audience, but it does contend, as mentioned earlier, that the various theatrical actions 

which dress the play’s story-line serve to channel varying degrees of shared perception 

and experience. The tactic referred to above not only expands on the source text’s 

inclusion of the name of its original author, but it enables a broad translation of cultural 

and theatrical awareness. In doing so, it foreignises and domesticates simultaneously, 

and, with the ‘performable’ translation beginning with ‘salvete7‘hello’, it initiates the 

tensions of the hybrid script. With the original audience’s knowledge that it was 

originally a Greek play, Plautus appears to focus on drawing the text towards his 

spectator via a series of topical and contextual allusions. One section of the prologue, 

briefly discussed in the previous chapter, situates the play at the heart of the festival of 

which the play was a part:

eicite ex animo curam atque alienum aes,
ne quis formidet flagitatorem suom.
ludi sunt, Indus datus est argentariis;
tranquillum est, Alcedonia sunt circum forum.
ratione utuntur, ludis poscunt neminem,
secundum ludos reddunt autem nemini.122 (Cas. 23-28)

The first major translational issue here, Plautus’ contextual festive dialogue, has been re

contextualised by the aforementioned tactic at the beginning of the script, which targets 

that part of the new audience made up notionally of academics and theatre practitioners. 

Situated within a conference tackling the dramaturgical role of the translator, this 

insertion (the original, and literal and performable translations) literally presents the 

audience with several translation strategies. However, the pun surrounding the word 

‘ludi’Tgames’ with the banker’s ‘game’ of not requesting repayment of debt during the 

festival, when ‘the forum is silent’ (26), yet stealing the spectators’ savings when it is 

over, which serves to mock an unpopular profession, is problematic. This topical pun, of 

direct relevance to Roman society, is developed through the previous contextualisation, 

which I chose to omit. Although the idea of translating puns and comedy is the focus of

122 ‘Throw away your cares and thoughts of debt, let no-one fear his debt-collector. The games are here, 
and the games are on for the bankers too; all is tranquil, halcyon days have circled the forum. They show 
good sense asking no-one for money during the games, but they don’t return it after the games.’
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Section Three of this chapter, the various translations of this section of dialogue 

nevertheless offer an illustration of the fluidity of translation:

Now forget your cares and scandalous expenses, for the play has begun, and even 
the tax man is here for fun. The streets are silent, since all the hallions are here, 
and the bankers are locked up draining your accounts. (Appendix One: 214)

Right. The play has begun, so forget your cares and miserable existence. The 
streets are silent, since all the hallions are here, and bankers are locked up 
draining your accounts. (Appendix Two: 253; Appendix Three: 287)

Although there are several minor changes here, the major shift between the first 

translation and the second can be seen in the first line with the omission of ‘expenses’. 

This particular decision is accounted for by my decision to domesticate the text by 

creating new topical references relevant to the new audience seeing that at the heart of 

the first tactical decision lies the expenses scandal that has of late dominated British 

politics. The translation in Appendix One was written towards the end of 2009, and the 

reference to ‘scandalous expenses’ would almost certainly have evoked contemporary 

news, appropriating Plautus’ original to target a similarly criticised group who was 

abusing the tax-payers financial contributions. However, this early draft was written 

approximately eighteen months before the final rehearsed reading, and only several 

months later, during the writing of Appendix Two, this illusion had already become 

dated and irrelevant. Yesterday’s references work no better on stage than yesterday’s 

language. While the first translation would, at the time of writing, be termed more 

functionally and dynamically equivalent, it rapidly became unperformable. Having lost 

its intended meaning and function, this section was cut from the translation, a decision 

that derived from a strategy of relevance rather than one of philological accuracy.

The specificity of the comedy rendered it almost impossible to translate into the 

context of the receiving society which lacks any sort of direct comparison; one other 

major topical reference in the prologue serves to highlight a theme that becomes 

increasingly important in both the source text and the translation. Having informed the 

audience of the argumentum, where the Prologue explains that the father and son have 

each drafted a slave to marry Casina in order that the masters can seduce her, Plautus 

both domesticates and foreignises the scenario'.
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sunt hie, inter se quos nunc credo dicere:
“quaeso hercle, quid istuc est? serviles nuptiae? 
servin uxorem ducent aut poscent sibi? 
novom attulerunt, quod fit nusquam gentium.” 
at ego aio id fieri in Graecia et Carthagini, 
et hie in nostra terra in Apulia; 
maioreque opere ibi serviles nuptiae 
quam liberales etiam curari solent.123 (Cas. 67-74)

On the one hand, Plautus is requesting that the audience suspend their disbelief by 

suggesting that slave weddings are legitimate in other countries, including the one in 

which the play is set; the narrative is validated, and there is some humour in mocking the 

foreign custom of the ‘Other’, societies to which the Romans were hostile.124 On the 

other hand, these lines evoke a premonition of my interpretation of the play; we are 

presented here with lower-class characters devoid of any rights, yet who in other 

societies are granted a more human degree of treatment. In a play that I believe 

challenges power structures, based on a society where slave and female revolutions were 

becoming common-place, the Prologue’s mockery of foreign custom allows the audience 

to face a starkly real fear and alludes to the fact that this play allows the less powerful to 

wage and win a real war for rights, as argued in Chapter Two. The translation, which 

changed very little over the three drafts, thus became:

Yes, yes, I know what you’re thinking. ‘SVaves can marry? Whaf s next? Mixed 
race, mixed religion, civil partnership?’ No. I wouldn’t want you walking out 
just yet. But these things happen you know. In exotic places. Like England. 
(Appendix Three: 288)

One translation tactic could, of course, have been to translate the lines so as to offer the 

new audience the cultural awareness that slaves could not originally marry, but omit the 

cultural-specific references to other ancient societies in order to suggest that the attempt 

of the original was to present its spectators with new social norms. However, the full 

force of these lines would clearly be lost. By drawing a parallel between the apparent

123 ‘There are some here who I believe are now saying to each other: “What’s all this, by Hercules? A 
slave wedding? Slaves taking wives or proposing? They’re bringing something new, which doesn’t 
happen in any race.” But I say it does happen in Greece and Carthage and here in our own country, in 
Apulia; there they are accustomed to take more care of slave weddings than citizen ones.’

124 MacCary and Willcock suggest that Greece, Carthage and Apulia were known to the Romans for their 
perfidy (1976: 108).
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shock of slaves marrying with how our own society is gradually challenging traditional 

social boundaries, although not without an ingrained resistance characteristic of 

Northern Ireland and its cultural and religious entrapments, these topical references seek 

to highlight one function of the original language, namely that minority groups, despite 

perhaps some aversion on the part of many, including those most ensconced in political 

power, will eventually attain equal rights. Although mixed race and mixed religion 

marriages are, of course, increasingly commonplace in Northern Ireland, and civil 

partnerships had been legalised by the time of writing, many prejudices still exist and are 

openly sanctioned - more so than, for example, in England.12'^ This country was 

therefore chosen as the contrasted society, one with many connections with Northern 

Ireland, and, indeed, one which, almost like the Plautine counterparts, is seen by many as 

the coloniser of Ireland, in order to illustrate to the audience that its own society has 

perhaps a long way to go in terms of equal rights, and setting the scene for the power 

struggle to come in the rest of the play.

In addition to outlining the narrative, the function of the Plautine prologue here is 

to evoke the liminal space of a play that is wholly Roman, but that takes place in a 

foreign setting where anything is possible; the hybrid script draws the audience out of its 

own society in order to look back in with a fresh perspective. My translation strategy in 

this case is to offer the new spectators the overt knowledge that the play they will see is a 

translation, and to employ Plautus’ own tactics of inserting topical references that 

manipulate the audience’s mindset in order to channel it towards the intended 

interpretation - as noted before, theatre-making is a wholly intentional activity. This 

required not only a complete appropriation of some elements of dialogue in order to 

render it more relevant, but it was also necessary to cut lines that did not have the 

potential in my specific time and place to be comedic, to challenge literary norms, or to 

create a bridge between my own society and Plautus’ Roman one. By consciously 

applying these translation choices to the translation, I have been able to effect 

dramaturgical decisions designed to produce a function in performance similar to

|J The 2008 Northern Ireland Life and Times survey, for example, found that 23% of respondents agreed 
with same sex partnerships (2010: 3), compared with the 2007 Pew Global Attitudes Survey which 
stowed that 71% of respondents in Britain stated that homosexuality should be accepted (2007: 35).
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Plautus’, but that necessarily take a different form and structure that resonate more 

acutely with a twenty-first century audience in Northern Ireland.

3. Comedy

This chapter has of necessity dealt throughout with comedy since comedy is the 

overarching strategy of this translation. Yet it has dealt with aspects of humour that are 

more relevant in terms of characterisation and narrative. In his theory of humour, Cicero 

defines the two sole modes of comedy as verbal and referential, and we have, of course, 

mostly been discussing referential humour until now, that is the nature and function of 

social character and situation. Robson notes that, in translation, this type of humour is 

more durable (2008: 171), and that is because it taps into some aspect of human nature 

that has the potential to span various eras and cultures. By locating character stereotypes 

in Northern Ireland that can embody the social classes of Plautus’ stock characters, it has 

been possible to re-characterise them so that they evoke for the target audience both the 

mindset and struggles of the source characters. In this respect then, we have already 

touched upon Aristotle’s theory of humour that he outlines in his Poetics: for Aristotle, 

comedy imitates inferior action - as opposed to tragedy which imitates superior action - 

that is, the erroneous action of those inferior to us which is ugly and ridiculous, a 

concept which we would today define as ‘superiority theory’. This imitation of the 

common person is universal and brings about the effect of catharsis, and this effect can 

therefore be reproduced in translation. However, since, for example, ‘what shocks us 

didn’t shock the Greeks or Romans’ (Roberts 2008: 282), the content of the play 

becomes an issue in translation. Furthermore, referential humour is the most complex in 

terms of what Venuti argues is decontextualised in translation - intratext, intertext and 

reception - and the audience’s comprehension of these are dependent on what 

Revermann terms the spectators’ competences since the ‘play works on many registers 

and is designed for stratified decoding by a diversified audience’ (2006: 115). In other 

words, every spectator will have a different level of engagement with the play depending 

on his/her horizon of expectations and historical consciousness. Of course, a script for 

performance ideally seeks to engage in some respect with the pre-knowledge of each 

audience member, and it is verbal humour that perhaps has the most potential to be
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appreciated by larger sections of the target audience. While the three principal theories 

of humour - catharsis, superiority and incongruity - are present in both referential and 

verbal humour, linguistic comedy will mostly be grasped by everyone who shares the 

target language since it is less culturally dependent. Therefore, having already discussed 

referential humour at some length, we turn now specifically to the linguistic humour for 

which Plautus is famed by applying a modern theory of verbal humour to translation. 

Finally, since ‘a Plautus script is a series of invitations to the actor, creative excuses for 

farce and physical comedy’ (Walton 2008: 268), we turn to some tactics for encoding the 

sense of physical comedy that is not altogether evident in the de-contextualised language 

of the source text and which acts as a marker for the tone of the play which, in turn, will 

shape the audience’s horizon of expectations.

Out of all of the areas that I will focus on in this chapter that are requisites for a 

performable script, the dramaturgical engagement of the translator in translating comedy 

is perhaps one of the most thorny, especially in relation to other genres such as tragedy. 

Since ‘[we] share our humour with those who have shared our history and who 

understand our w'ay of interpreting experience’ (Nash 1985: 9),126 and in view' of the fact 

that comedy is heavily culturally-encoded, the clearest course of action available to 

translators is that of recreating the function of the comedy in the play, re-writing it in 

order to ensure that a cognate effect is achieved for the new audience. However, there is 

a danger that, on one hand, as we observed earlier, this may lead the translator to render 

the play more comedic than the original actually is, to situate his or her translation more 

comfortably within the horizon of expectations of the new audience. On the other, 

humour, verbal and paraverbal, is part of the warp and weave of how a play functions on 

stage, so that the re-creation of comedy can lead to fragmentation, a rupturing of the 

cohesive fabric of the drama. The problem then becomes one of locating the tension 

between comedy that is performable today and comedy that respects and maintains the 

inner cohesion and balance of the source text. We have already established that among 

Plautus’ preferred linguistic and comedic devices were pun and innuendo, forms that 

transcend time in Western literature. But it is not as simple as that. Chapter Two noted

126 Jeffrey H. Goldstein, however, notes that, ‘[physiological] processes, for example, are quite likely to be 
trans-cultural, as are basic perceptual-cognitive principles, and certain structural features of social 
interaction. As one deals with less biological and more social aspects of psychological functioning, 
however, the assumption of cultural universalism becomes less tenable’ (1977: 167).
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tlhat it is in the incongruency between narrative and social order that the real cathartically 

c omic function of Plautus’ works lies.127 Comedy is culturally-encoded not solely in 

Language but also in situation; this section seeks to set out a theory of translating verbal 

comedy that will indicate that words alone do not tell the full story, and that the 

translator needs to be aware of both situational comedy and the possibility of locating 

ruew comedy in the spaces that open up between translated and original texts.128

3.1 General Theory of Verbal Humour

Salvatore Attardo (2002) has adapted the General Theory of Verbal Humour (GTVH), a 

theory developed with Victor Raskin which provides a model for considering the 

differences between semantic scripts in comedy. GTVH is useful in order to characterise 

the process the translator undergoes in order to arrive at a translation of verbal humour 

that is as close to the original text as possible, while retaining its comedic function for

'“7 There are two principle concepts that make something humorous, and, by not only simply recognising 
where the comedy lies in the script, but by being aware of why people laugh, the translator is in a more 
stable position to appropriate the comedy for the new society and audience. While comedic incongruity is 
‘concerned with ideas/behaviours in some ways separate from, or deviations often in conflict with 
‘normal’ order’ (Powell 1977: 53), or with the transgression of normal order to release repression, comedic 
superiority focuses on ‘humour communications in which one party is disparaged or aggressed against by 
another party’ (Suls 1977: 41).

In many ways, then, as noted by others including Cristina Marinetti (2005) and Susan Purdie (1993 : 74 
ff.), there are many connections between comedy and theatre. Jacob Levine notes that,
‘ [psychoanalytical ly], humour is [...] one of a number of psychological processes which are functionally 
adaptive modes of withdrawal from reality into the world of the imagination’ (1977: 128). This escape 
from reality lies at the heart of the cathartic release of tension which is built up by repressed desires, a 
theory of comedy that Freud discusses, drawing heavily on similarities with his analysis of dreams. 
Everyone is sensitive to comedy in different ways, and this sensitivity is mostly relative to one’s 
associations with the subject-matter as to whether they find pleasure in the joke or are repulsed or 
ambivalent to it. At its simplest level, William Hodgkins suggests that ‘[wjhen people hear vulgarisms 
they are shocked on the surface, shaken in their superficial social values. But they laugh on the surface 
because underneath in the deeper life of the mind they are not shocked’ (1977: 443). In this way, vulgar 
humour can destabilise the character that someone has built for themselves in the eyes of others so that, 
firstly, we can see beyond their exterior facade, and secondly, so the individual can express an 
appreciation of a form of humour that they ordinarily suppress. At a 2010 production of Dan Gordon’s 
The Boat Factory in Belfast, the audience, consisting predominantly of elderly members of the church in 
which the play was performed, laughed collectively at most of the vulgar interjections and swearing, 
humour which would most likely not provoke such a response from them in the context of everyday 
‘reality’. This is perhaps a milder form of Freud’s analysis where he discusses how ‘[the] joke, like the 
dream, makes possible the satisfaction of an instinct, sex or aggression, that would otherwise be banned’ 
(Kline 1977: 9). That humour is therefore cathartic and social would suggest that a philological translation 
of comedy, like theatre, would result in a translation that does not meet the skopos of perform ability since 
it cannot directly connect with the audience during the immediacy of performance.
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the target audience. GTVH consists of six ‘knowledge resources’, each indispensable to 

the comedy, yet nevertheless organised into a hierarchy of importance. At base are 

‘script oppositions’ that, according to Attardo, are frames of complex information 

relating to an event. The example he gives is that actions such as getting out of bed, 

eating breakfast and leaving the house would be part of a script that describes ‘going to 

work’; similarly, this same script might refer to the script that is used for ‘going on a 

fishing trip’. The idea is useful because it reminds the translator of the need to preserve 

this knowledge resource as far as possible within the confines of the target culture. 

Actually changing the script is an extreme form of translation of comedy, but when text 

function dictates such change, the translator should ideally work within the universe of 

discourse offered by this knowledge resource. We encountered an example of this 

earlier in the chapter in the discussion of Plautus’ pun on bankers who, while they did 

not collect debts during the holidays, did not return money to the rightful owner after the 

holidays ended. Although the banker is the subject of the joke, the embedding of the 

joke evokes the fact that the audience is off work, businesses are closed, and they are at 

the festival for enjoyment, a script that holds no meaning for the new target audience. 

As discussed, I made initial attempts to recreate the script by referencing the 

contemporary expenses scandal, but this quickly became dated. In this case, the script 

opposition between bankers ‘playing with’ (ludere) the audience’s money and the games 

(ludi), or we might say here in English the ‘play’ they are about to see, was no longer 

relevant, and the pun was lost altogether.

The next knowledge resource in the hierarchy is that of the ‘logical mechanism’, 

the ‘distorted, playful logic that does not necessarily hold outside of the world of the 

joke’ (2002: 180). The distortion of logic can include exaggeration, coincidence and 

analogy; however, what is recognisable distortion in one context may of course become 

simply puzzling elsewhere. In a scene between Lysidamus and Olympic, for example, 

where they are discussing what food they need for the wedding, Lysidamus requests 

some aphrodisiacal seafood. This is followed by a pun whose target is his wife, 

Cleostrata:

Olympic: vin lingulacas?
Lysidamus: quid opust, quando uxor domi est? {Cas. 497-98)
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The pun here is on the word Tingulacas’, meaning a type of fish and gossip, which is 

then associated with Cleostrata. A literal translation of this analogical extension is 

clearly impossible:

Olympic: Some lingulacas?
Lysidamus: What for, when I have a wife at home?

The pun, apart from its depiction of Cleostrata as a nagging wife, serves little other 

function than to provoke laughter and can easily be omitted in translation. On the other 

hand, the translator can search for another term in the target language that has the 

potential to characterise Cleostrata while creating a different analogy:

Olympic: Any other fish?
Lysidamus: That’s enough. Tve already got an old trout at home? (Appendix
Three: 301)

By altering the logical mechanism of the original joke, it is possible to create a similar 

analogy in the language without losing the original function. If that, in turn, fails, the 

translator moves on to the ‘situation’, that provides the ‘props’ of the joke, the activities 

and participants, then to the ‘target’, or the ‘butt’ of the joke, which is usually predicated 

on the stereotypes of culture-bound comedy. This is another knowledge resource that we 

discussed earlier where it was noted that Plautus validates his narrative by mocking the 

other cultures (Greece, Carthage and Apulia) that permit slave weddings. While the 

target in my translation appears to be England, what this actually does is to mock Ireland 

itself by suggesting that it is less progressive than its neighbouring country. The final 

knowledge resources specifically involve the linguistics of the joke, the ‘narrative 

strategy’ - the phrasing and timing that are all important in terms of actor delivery, and, 

paradoxically, the least important knowledge resource, the ‘language’ itself, the wording 

of the text, which, in translation, is frequently impossible to recreate.

3.2 The Plautine compere

According to Attardo’s theory, then, and echoing many theorists’ view on translating for 

performance, the most common and viable dramaturgical decision in the translating of

129 Attardo notes here that although jokes can be worded in many different ways while still achieving the 
same effect, puns, which are dependent on their exact wording to create a joke, are a notable exception 
(2002: 177).



131

comedy for performance is to concentrate on translating the content of the joke as far as 

possible into the target text in a language that is appropriate to the context.1’0 However, 

since ‘[of] all kinds of theatre, none depend so much as comedy on the moment of 

complicity’ between performer and spectator (McLeish 1996: 153), one section of 

Casina that is crucial to this complicity is the prologue, the first encounter between 

audience and performance, and its role is to set the tone for the rest of the play. There is 

an additional element that comes into effect here: in the case of classical plays, the 

audience very often needs to be given license to laugh. For that license to be real, the 

humour must, put simply, work. Otherwise there is a danger that the translation will be 

dismissed as bloodless, or Roman drama as just not funny. For these reasons, the 

prologue requires special attention on the part of the translator. Plautus used his 

prologues to draw spectators in and to entice them to stay for the entire performance, and 

essentially, the ancient Roman prologue is one of the earliest forms of stand-up comedy, 

one that has spawned a rich history throughout all the performing arts. However, since 

stand-up comedy is part of a ‘process of cultural affirmation and subversion’ (Mintz 

1985: 74), much like the main body of the play itself, I have turned prologue into 

Prologue, so that the function is embodied in the recognisable role of the compere who 

introduces acts and uses various techniques to warm up the target audience.

Jason Rutter (2000) analyses the compere’s task in terms of a sequence of 

introductions that draw upon six broad techniques, not all of which s/he will necessarily 

employ in any one introduction: contextualisation, framing of response, evaluation of 

comedian, request for action, introduction of comedian, and audience applause. Of these 

stages, the first four can clearly be discerned within the prologue and epilogue to Casina, 

although not necessarily in the order supplied by Rutter. The Plautine compere opens 

and ends the play with a request for applause, firstly warming up the audience in the 

prologue and finally, in the epilogue, jokingly offering a ‘prize’ to the male spectators if 

they clap, thus inviting a strong response on the part of the audience to the comedy, both 

of which are retained in the translation:

130 Cristina Marinetti, for example, in a discussion of three translations of Goldoni’s II servitore di due 
padroni/The Servant of Two Masters, determines one translator to be the most successful in translating 
comedy because the dialogue is not only natural to English and aesthetically pleasing, but the puns were 
rewritten to create a similar effect to the source text, and the translation includes intertextual references to 
contemporary and culture-specific comedy scenes (2005: 38 ff).
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Prologue:
si verum dixi, signum clarum date mihi,
ut vos mi esse aequo iam inde a principio sciam.131 {Cas. 3-4)

Well? Where’s the applause? (Appendix Three: 286)

Epilogue:
nunc vos aequomst manibus mentis meritam mercedem dare, 
qui faxit, clam uxorem ducet semper scortum quod volet; 
verum qui non minibus clare, quantum poterit, plauserit, 
ei pro scorto supponetur hircus unctus nautea.132 {Cas. 1015-18)

But now it’s your turn to play your own part,
Put your hands together and clap with all your heart.
The men out there who beat their hands sore 
Will deceive their wives and receive a whore.
But those who insult our playwright, think on:
You’ll be sent to bed with just yourself for fun. (Appendix Three: 318)

Secondly, Plautus frames the response of the audience, directing it ‘towards greeting the 

comedians with a certain attitude’ (Rutter 2000: 466), thereby inciting anticipation for 
the upcoming performance:

qui utuntur vino vetere sapientis puto
et qui libenter veteres spectant fabulas;
atque antiqua opera et verba cum vobis placent,
aequom est placere ante alias veteres fabulas;
nam nunc novae quae prodeunt comoediae
multo sunt nequiores quam nummi novi.133 {Cas. 5-10)

ljl ‘If I have spoken the truth, give me a clear sign so that I might know from the start that you are fair 
towards me.’

132 ‘Now it is right for you to reward us properly with deserved applause. He who does will have the 
prostitute he wants without his wife knowing; indeed, he who does not clap his hands as loudly as he can 
will be given, instead of a prostitute, a goat dipped in bilge water.’

133 ‘I think those are wise men who enjoy old wine and who eagerly watch old plays; and since you like 
old works and words, you should like the old plays more than the others; for the new comedies that are 
produced today are more worthless than the new coins.’
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Well aren’t you a sophisticated bunch? An ancient Roman comedy, eh? Well, if 
you’re a lover of the Roman tongue - not like that Madam, it’s not that sort of 
show...yet - then this is the comedy for you. Nothing like these new alternative 
shows where the stand-up just insults the pitiful punters. Like you. (Appendix 
Three: 287)

Plautus tells the audience that the play is not the work of an unproven contemporary 

playwright, but it is rather an older play that has stood the test of time, still enjoyed and 

esteemed by spectators a generation later. The translation attempts to re-create this 

function by referencing two types of comedy that are popular with the target audience, 

namely stand-up comedy itself, and such popular manifestations as the Carry On fdms 

and Up Pompeii, drawing on their renowned innuendos: ‘if you’re a lover of the Roman 

tongue - not like that Madam, it’s not that sort of show... yet’.134 The Prologue then 

evaluates the comedian. Plautus in this case, in the section that was probably included in 

the revival performance:

nos postquam populi rumore intelleximus 
studiose expetere vos Plautinas fabulas, 
antiquam eius edimus comoediam, 
quam vos probastis qui estis in senioribus. 
nam iuniorum qui sunt non norunt, scio; 
verum ut cognoscant dabimus operam sedulo. 
haec cum primum acta est, vicit omnis fabulas. 
ea tempestate flos poetarum fuit, 
qui nunc abierunt hinc in communem locum.

1 or

sed tamen absentes prosunt pro praesentibus. {Cas. 11-20)

141 had originally intended to have a camp prologue to fit in with this genre, but after deciding to have 
Lysidamus play the Prologue it would have altered perception of his character. Although the homoerotic 
scenes in Plautus’ text reflected power relations, it is inevitable that this will become homosexual relations 
it translation. However, one potential interpretation of this is that the concept of the powerful white 
heterosexual male living in a heteronormative world, embodied in Lysidamus, is destabilised, cathartically 
ftreing male spectators to confront their fear of being ‘penetrated’, or dominated, as their masculinity is 
qiestioned. If Lysidamus was portrayed as camp, the reaction would perhaps be disgust, rather than fear, 
o' comedic and farcical rather than realistic.

13 ‘We, after learning from popular rumour that you eagerly await the plays of Plautus, bring you his old 
omedy, which you older men have approved. I know that those who are among the younger men don’t 
kiow it; but indeed we’ll take diligent care to ensure they are familiar with it. When this play was first 
acted out, our play surpassed all the others. That time was the prime of poets, who have now gone to a 
better place. However, though absent, they benefit us as if they were here.’



134

Now all you pensioners probably saw the play in the original, so I hope this 
version doesn’t disappoint. Our youngsters aren’t as familiar with the infamy of 
Plautus, but there’s not much to know, you’ll soon catch up. Back in the day this 
play was the best of its kind, performed in an era of the mightiest poets. I wish I 
could say the same for today. (Appendix Three: 287)

So the Prologue as compere, having secured the audience’s interest in the play itself, 

now focuses specifically on the skill of Plautus through a series of tactical 

blandishments. However, the translation, which provides all of the information from the 

original, has a more comedic role whereby both audience, namely the older spectators, 

and contemporary poets and playwrights are mocked, synthesising the original language 

with the dry British tone of humour that forms the basis of the translation’s prologue. 

Finally, the Prologue contextualises, not simply the background of the poet, as Rutter 

defines it in this stage, but the play itself; as noted earlier, it informs the audience that 

Plautus adapted the Greek play and outlines the narrative.

In translating Casina, it is insufficient to attempt to recreate verbal puns and 

jokes without taking into account how they are embedded - culturally, within the lived 

experience of the audience, linguistically within the specific discourse of the knowledge 

resource, dramatically within the overall functioning of the play itself. This final 

category is the most important element to be considered. The question is not what the 

joke is saying, but what it is doing, why it is there. Plautus’ comic style extends 

significantly beyond the linguistic, and in particular he uses the prologue to connect with 

the spectators so that, in a festive context where they could easily move on to a parallel 

form of entertainment, they might be persuaded to stay and watch his play. This is not 

entirely different to the issues that the new translation must confront if it is to establish 

its credentials with the new audience. It was precisely in order to recreate this all- 

important function of the prologue that I chose to embody the Prologue in the role of the 

contemporary comedy club compere whose function is equally recognisable. Comedy is 

a framework for social discussion, and every element of a script for performance 

prioritises and embodies various characteristics of humour. Locating the source text’s 

own tactics and translating these tactics into a current mode that potentially provokes a 

similar response renders the comedy of the play performable and draws the spectators 

into the demands and challenges of the performance.
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4. Character and dialogue

That Plautus’ characters represented specific factions of a classist society, which he used 

to overturn social boundaries, means, as we have observed, that some adaptation is 

required on the part of the translator. If s/he offers a literal translation to the audience, 

spectators will be faced with a foreign and detached view of the original culture and will 

be inhibited from engaging with the text. In such social comedies, the humour derives 

from the spectator’s perceived universe of knowledge - immediately knowing the 

character, knowing their background, their social and cultural connotations, and so on. 

Much of the success of Plautus’ comedies derived in great part from the fact that the 

audience appreciated the new scenario portraying the downfall of the powerful, an 

appreciation that depends on immediate recognition rather than on the problematics of 

individualised characterisation. In searching for contemporary stock characters in 

Northern Irish society that sit within this Plautine tradition I necessarily drew from my 

knowledge of stereotypes evident in cultural dialogue and discussion, current or recent 

popular comedies and my own society’s class or social hierarchies - all of which are 

open to subversion. Within this search for relevance I was also conscious of how 

Plautus is concerned to explore those groups that are under-represented or seen as 

subordinate in some way in order to allow them to transgress the majority’s perceptions 

of social norms and values. Transgression, as we have noted in our discussion of 

Bakhtin and Carnival, provides much of the thrill of performance, inviting the audience 

into savouring the illicit before gently restoring calm and harmony. Northern Irish 

sectarianism suggested an immediate target, but I rejected the easy temptation, not least 

because Plautus’ plays in their original were not political discussions, but also because 

sectarianism is viewed as a hackneyed topic among younger generations, a tiresome 

licking of our community wounds in public. Initial research into social stereotyping in 

the media reveals that the new target, in terms of GTVH, is ethnic minorities, following 

the recent influx of migrant workers from Eastern Europe.136

136 See the 2009 Northern Ireland Life and Times survey where 51 percent of respondents agreed that 
ethnic minorities are less respected than before, with only 15 percent disagreeing with the statement (32 
percent neither agreed nor disagreed, and 3 percent did not know) (NILT 2009).
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There is clearly much theatrical potential in exploring such issues;137 but the 

translator must always question whether the insert will function within the overall 

performance in a way that is consonant with its audience complicity so that the play is 

not simply experienced in a piecemeal way, provoking varieties of reactions for 

provocation’s sake. Like Plautus’ society, which was becoming increasingly sceptical of 

the influence of foreign cultures and deities on its own culture. Northern Irish society has 

begun to lose focus on itself, consumed by the inherent prejudices or preconceptions that 

prevent us from ‘seeing ourselves soberly, from the outside, as another person might see 

us’, as a classist society, a blindness that can be illuminated through laughter (Emerson 

2002: 7-8). By presenting the audience with characters that are outsiders yet equally 

situated within its own society, translation has the power to refocus the audience’s 

attention on itself. Looking to televised situated comedies in Northern Ireland that were 

aired during the Troubles, we can see that, although they are concerned with political 

happenings, much of their real comic complicity is rooted in a class tension. The 

archetypal Our Jimmy, for example, includes in its cast Orange Lilly, whose political 

inclinations are evident in her name; but no less evident in her pretensions is 

Cherryvalley Lady, named after a typically upper-class suburb of Belfast, and the 

Northern Irish counterpart to such English counterparts as Mrs. Bucket in Keeping up 

Appearances. Such characters are celebrated and satirized for their proto-aristocratic 

pretense, juxtaposed with others who live in housing estates, struggle financially, and are 

often perceived as lacking intelligence. It is within these timeless comic traditions that 1 

intend to place Casina, drawing on the established character stereotypes of the fake 

‘bourgeois’ of society and Belfast working classes, portrayed as jobless, scheming and 

making scant contribution to society. One of Plautus’ stereotypes, however, that is not 

often included in our comedies is the country yokel, the Olympic of Casina. Today’s 

country and city divide is still real, however, and can be recognisably portrayed as an 

extension of class divisions. By adapting Plautus’ stock characters into such Northern

1371 had, in fact, intended to characterise Chalinus in Casina as a foreign character to represent the fact 
that slaves at the time were frequently brought from abroad, as prisoners, for example, and as a comic 
device of exploiting accent, broken English, misunderstandings and cultural stereotypes surrounding the 
‘Other’. However, as we shall see, this decision did not work with the overarching skopos of the 
translation of social relevance.
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Irish stock concerns, the translation will be well placed to import the framework of the
138original into the lived experience and horizon of expectations of the Belfast audience.

4.1 Character transformation

One of the concerns of the previous chapter was to explore my interpretation of the 

upper-class women in play, concluding that Myrrhina and Cleostrata represent, in effect, 

two sides of the same coin, with the former acting as the masculine ideal of the good 

Roman matrona, and the latter first conforming to the masculine theatrical stereotype of 

the nagging and angry wife, and later transgressing these social and theatrical norms by 

instigating the humiliation and downfall of her husband. Both of these stock characters 

have remained alive across different eras and cultures in the West, and humour is often 

derived from such stereotypes in both the media and social discussion, reinforced by 

notions of gender differences, especially with the rise of feminism.1’9 I argued in 

Chapter Two that I have read this play, not as the usual Plautine subversion of social 

hierarchy, but specifically of men and women. However, the translation approach

1,8 There are, of course, ethical issues involved in creating characters from a specific socio-cultural 
background where the stereotype coupled with the narrative can open up social dialogue, whether positive 
or negative. Keith Harvey, in a discussion on translating camp dialogue, notes that ‘recognition of the 
macro-functional dimension of camp will depend on a cluster of factors that go beyond close attention to 
the source text and involve cultural and even autobiographical issues for the translator’, which includes, 
among others, ‘the sexual identity of the translator and his or her relation to a gay subcultural group, its 
identities, codes and political project’ (2004: 403; original emphasis). Although writers, like actors, do not 
solely create characters with whom they can directly identify, but instead empathise with them by drawing 
on their own emotional experiences, their relationship with the real cultural group can vastly alter how the 
character is portrayed. We saw in a previous example (see page 41) by Yotam Benshalom, who, as a past 
Israeli military translator, discusses his translation of a Palestinian play, that conscious or unconscious 
personal prejudices can potentially alter the entire interpretation of a play, since, as Levy argues, in the 
context of game theory (see page 114 n. 116), one translation decision will inspire many others; upon 
encountering the name of the protagonist, ‘The Suicide’, he incorrectly believes that the playwright is 
referring to suicide bombing. Had Benshalom nevertheless continued to create the character in this 
context, it would potentially have resulted in a powerful example of negative stereotyping, or, in other 
words, orientalism. Cultural stereotypes in theatre can, of course, be employed in order to transgress 
social prejudices, which is the aim of my translation of Casina, but the translator has an ethical duty to 
perform in translating dialogue and relocating characters.

139 Schneider and Schneider, in their 1979 study on gender roles in American television commercials, 
found, for example, that, in 1976, 41% of females were portrayed as a spouse or parent, but otherwise 
unemployed, compared to 21% of men. Furthermore, they found that ‘advertising tends to stereotype 
women into a few, narrowly defined roles, typically housewife/mother or very attractive young adult and, 
further, that such stereotyping fosters the viewpoint that these are the only appropriate roles for women’ 
(1979: 82-83). Nassif and Gunter (2008) reached a similar conclusion in their study of British television 
advertisements which showed women appearing more often in domestic roles.
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outlined in the previous subsection does not so much focus on the battle of the sexes but 

rather an exploration of upper and lower-class status in Northern Ireland. The women, in 

translation, are therefore folded into the class axis of the play. In an effort to mark the 

upper-class characters of Cleostrata, Myrrhina, Lysidamus and Alcesimus, their speech 

in the translation is left relatively unaffected by Northern Irish colloquialisms so that it 

resonates with English received pronunciation, the dialogue of the coloniser and the 

empowered classes.

By extension, therefore, the characters whose dialogue altered more significantly, 

in terms of language and accent, throughout the various drafts were the slave characters 

cf Chalinus, Olympic and Pardalisca. The decision involved in locating these characters 

vbthin the experience and expectations of the audience derives primarily from an 

awareness of the targets of comedy within Northern Irish social humour, so that Olympic 

becomes the ignorant ‘culchie’ from the country, Chalinus eventually becomes a ‘spide’ 

cr ‘chav’, generally an unemployed and antisocial youth from Belfast, and Pardalisca, in 

ai effort to distinguish her from the other lower-class characters, takes on Cockney 

characteristics, reflective of the scheming, gossiping figures that can be found in popular 

television soap operas. By placing Pardalisca in this tradition, the audience will 

hopefully be provided with a framework from which both to know and predict her 

character as one who can subvert her master’s power by employing tactics of flirtation 

aid deception solely for the purpose of enjoyment. In the case of Pardalisca, by drawing 

sich connections through the combination of accent and naturally-occurring language, 

aid by securing rhythmic dialogue that meets the requirements of Cockney intonation, 

tiese linguistic choices have the potential to evoke the social and classist nuances of 

Ilautus’ Roman character.

4.2 Translating relationships

Chalinus, on the other hand, has been subjected to two processes of adaptation in these 

crafts, creating two very different characters that serve similar functions, but which have 

tie potential to lead to very different receptions among the audience. My initial tactic 

vas to use one of the slave characters as a mode of humour, playing on the comic 

pitential of a foreigner’s command, or lack of command, of the English language, 

firther working within Plautus’ own tactic of presenting slaves who were not in reality,
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for the most part, Roman, and who represented Rome’s power and domination in battle 

in that the largest proportion of slaves were obtained as spoils of war. These were 

characters who were on the lowest rung of Roman social hierarchy, and Plautus used 

them primarily to subvert home-grown authority. In an attempt to maintain this 

foreignness of character, Chalinus was first presented as the linguistically unaware 

target, the foreign-speaker who unwittingly creates innuendo and double-entendre, as 

illustrated in the following translation of dialogue in the first scene where we meet 

Chalinus and Olympio:

Chalinus: quin ruri es in praefectura tua?
Quin potius quod legatum est tibi negotium,
Id curas atque urbanis rebus te apstines?
Hue mihi venisti sponsam praereptum meam.
Abi rus, abi dierectus tuam in provinciam.
Olympio: Chaline, non sum oblitus officium meum;
Praefeci ruri recte qui curet tamen.
Ego hue quod veni in urbem si impetravero,
Uxorem ut istam ducam, quam tu deperis,
Bellam et tenellam Casinam, conservam tuam,
Quando ego earn mecum rus uxorem abduxero,
Ruri incubabo usque in praefectura mea.
Chalinus: Tun illam ducas? Hercle me suspendio,
Quam tu eius potior fias, satiust mortuom.
Olympio: Mea praedast ilia; proin tu te in laqueum induas?
Chalinus: Ex sterculino effosee, tua illaec praeda sit?
Olympio: Scies hoc ita esse.
Chalinus: Vae tibi.140 {Cas. 99-115)

Chalinus: And what are you doing in my city, you culchified ignoramus? You 
should be running after your sheep, not my wife.

140 ‘Chalinus'. Why aren’t you at the farm, in your own province? Why don’t you choose to look after 
your own business and leave city affairs be? You’ve come here to take my bride from me. Go back to the 
farm, go straight back to your own province.
Olympio: I haven’t forgotten my business, Chalinus; I left someone at the farm who will look after things 
properly. And as for me, as soon as I’ve got what I came to the city for, when I marry that girl that you so 
desperately love, the beautiful and delicate Casina, and when I take my wife with me to the farm, I’ll settle 
back into the farm.
Chalinus: You marry her? By Hercules, I’d rather hang myself than let you have her.
Olympio: She’s my prize; so go put your head in a noose.
Chalinus: Dug from a dung-heap, she’s your prize?
Olympio: You’ll soon see that she is.
Chalinus: Damn you.’
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Olympio: Don’t worry, Chalinus, once I get my hands on my beautiful prey I’ll 
get out of your road and I’ll take her up the aisle.
Chalinus: You’ll never marry her, Olympio. I’d rather take your sword in me 
first.
Olympio: Stick your own sword in yourself. I’m busy. (Appendix One: 216)

This version of the translation sets up the two intended stereotypes: Olympio, the 

ignorant slave from the country, and Chalinus, the less articulate foreigner, illustrated by 

the fact that his (unintentional) innuendo, ‘I’d rather take your sword in me’, is more 

stilted and has less impact than Olympic’s ‘I’ll take her up the aisle’, language marked 

by natural Northern Irish dialect. A second major point to note in this version is that the 

original lines have been reduced by two thirds in translation. What has been primarily 

cut here is repetitive narrative, language that has no function, and Olympic’s now largely 

irrelevant self-defence of how he did not abandon his work in the country, but has 

actually arranged for someone to cover for him (see translation on page 137 n. 140). This 

is a difference in dramatic craft, in that in Plautus, as in other writers like Lope de Vega, 

Goldoni and Moliere, Plautus’ scripts are less concerned with immediate and regular 

comic payback, serving to draw out the narrative and causing the play to lose the 

momentum that is crucial to modern comedic performance. By reducing the lines, 

length of phrases, and syllables to create sharper utterances, the slave character’s 

dialogue is situated on an entirely different level to that of the upper-class character’s 

more drawn-out and clearly more refined forms of speech. The new linguistic make-up 

of Olympio and Chalinus’ dialogue, in particular its new fast-paced nature, now has 

more comic potential in its ability to develop and offer more quick-witted insults and 

come-backs. This decision to alter the presentation of Olympio also has the effect of 

reducing the audience’s sympathy towards him, creating a character who shirks his 

responsibilities. This solves an earlier problem: if I encode an interpretation of the play 

according to which the two male slaves are of equal status, but create in Chalinus a 

weaker inarticulate character, it is necessary to restore the balance by reconstructing the 

dynamic and tension between other characters throughout the entire play. Once again, 

dramaturgical choices in translation bring about shifts in audience perception.

Moreover, although the tactic of foreignising Chalinus would facilitate the 

creation of two individuated comedic characters, a reconsideration of my overarching 

strategy to refocus the narrative specifically on Northern Irish society suggests that the
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use of a foreign character would potentially draw spectators away from this focus. 

I ncluding a foreign character in a translation intended for this particular society might 

well evoke for this audience all sorts of ethical issues, not least would be the return in the 

audience’s mind towards the ingrained racism discussed earlier. Much of this thesis has 

centred on the ethical anxieties of translation, in particular in its depiction of the Other, 

and such a portrayal of Chalinus would demand very careful justification indeed. After 

returning to the source text to reconsider the role of Chalinus, it became evident that 

developing him into another Northern Irish object of mockery, the antisocial youth of 

Belfast, not only sat more precisely within the social and cultural comedy, but it placed 

the two slaves on an equal footing that is more interesting from a dramatic point of view. 

Consequently, the third draft translation reworks Chalinus’ dialogue into richer, but also 

much more recognisable, idiomatic speech:

Chalinus: And what are you doing in the big smoke, you culchie you? You 
should be running after sheep, not my fiancee.
Olympio: Never you worry, Chalinus, I’ll get out of your road. Just as soon as I 
snare my racy prey and take her up the aisle. (Appendix Three: 289)

In this version, a further third of the exchange is cut, since the joke concerning unnatural 

English on the part of the foreigner is no longer relevant; the pace of the dialogue 

reflects the slaves’ quick-wittedness, and the rapid, equally-weighted parts of the 

exchange convey that these are men who are intellectual and social equals. The match 

becomes more interesting.

Stage characters represent a world which belongs to the audience but which both 

reflects and challenges this world. Their dialogue evokes their mindset, intentions and 

struggles, and it influences audience reaction to them. My strategy was, through 

language and accent, to create characters that are immediately recognisable to the target 

spectators in the way that Plautus’ audience knew the stock characters and what they 

represented, and that enabled the social inversion between the voiceless and the 

powerful. By drawing on social stereotypes and tactics employed in other televised or 

theatrical works, the slave characters became the groups that are perceived as the lower 

classes, who are the object of prejudice or mockery, and who are given the opportunity 

to subvert their power relations with the dominant white wealthy heterosexual male, 

whose position is further destabilised through his homoerotic relations with a lower-class
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man. However, by altering not so much the framework, situational and functional in 

which character is portrayed, but the specific bases of character knowability and 

recognition, the entire script and narrative requires to be reassessed in order to synthesise 

new character relations and to understand how these characters in the new society would 

react to each other. It is clear from this section that, while the overarching strategy 

remained an invariant, the tactics of characterization varied significantly, and may 

ultimately only be validated not solely by audience reaction (this after all is not a 

commercial enterprise, although its final objective is to work on stage), but by setting 

that reaction against the understanding of the functions and potentials in performance of 

the original, a body of knowledge that forms one of the prime areas of translator 

constraint.

5. Rhythm and rhyme

Unsurprisingly, how one is to translate the language and aesthetic properties of poetry 

has been the subject of much debate among poets and translators alike, a debate that has 

been polarised, like many theoretical binaries in translation, by the notion of dynamic 

and functional equivalence, or ‘creative liberties’ in lieu of ‘faithfulness’ on the part of 

the translator. Despite the long historical tradition of translating canonical poetry from 

the works of Vergil and Catullus to Baudelaire and Rilke, there often remains the 

perception that ‘poetry is some intangible, ineffable thing (a presence? a spirit?) which, 

although constructed in language cannot be transposed across languages’ (Bassnett 

1998: 57). This argument is further constrained when one takes into account the still 

common view, discussed in Chapter One, that there is a fixed meaning inherent to a text, 

one whose complexities and internal workings place it perhaps beyond the translator’s 

apprehension; as in the case with performability, however, many translators now have 

turned towards the potential of poetry translation to unlock new meanings and to have an 

impact on the receiving literary system, using the foreign to enrich our own literary 

culture in new ways and through different forms.

The poetry of plays, however, is somewhat different. This is language 

specifically geared to performance, so that its marking must also facilitate and impact 

upon understanding. Poetic devices, such as language, metre, rhythm and rhyme not
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only function within the context of the poetry or song, but in the case of performance are 

culturally-encoded, imbued with literary norms and connotations and implemented by 

the poet or playwright for their function on the implied receiver within the intended 

horizon of expectations that frame the production itself. Although there is a discernible 

trend, particularly in the Classics, of attempting to recreate the original metre in 

translation, principally since scholars acknowledge that metre serves a specific purpose 

in the context in which it was written, as occurs also within the polymetric forms of 

Spanish Golden Age drama, what matters above all else in translation for performance is 

that the poetry works on stage in a way that is meaningful to the new spectator. There 

are many philological translations of poetry that require footnotes to explain the effect 

these poetic devices may have once had to a readership that is unfamiliar with the 

original language and culture. In other words, translating the letter of the original but 

not its force does not sit well within my overarching translation strategy to create a 

performable script, a strategy that requires an engagement with the source and target 

texts that is dramaturgical rather than poetic. This section explores some metrical 

nuances of Casina, determining their possible function and locating some equivalents 

today, and analyses more specifically how I translated the cantica (songs) of the play, 

reconstructing musicality by drawing loosely on popular contemporary verse forms.

5.1 Plautine metre

Plautus’ plays, which can be divided into cantica (verse) and deverbia (prose), are 

metrically rich and complex, where ‘one scene or a linked pair of scenes usually appears 

as a self-contained metrical-musical entity between scenes of a totally different kind’ 

(Fraenkel 2007: 219). Since my tactics of translating verse mostly concentrate on 

signalling difference through the creation of rhyming forms, it is not the intention of this 

section to draw attention to all Plautine techniques, but to assess briefly the dramatic 

function of two types of metre in Casina Like iambic pentameter, which derives 

closely from natural English speech patterns, Plautus’ most dominant prose metres were 

the trochaic septenarius and iambic senarius. The most obvious translation tactic here 

would, therefore, have been to write the dialogue as iambic pentameter as a way of

141 Timothy Moore further suggested in a paper entitled ‘Even the Meter is Funny’ at the 2009 conference 
‘Playing along with Plautus’ at Florida State University that Plautus exploited metre and rhythm for its 
comedic effect by changing metre to reinforce the joke or underline the absurdity of the passage.
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creating a similar effect in English. There is a significant danger here, in that the 

translation would simply be imposing a wholly native form, encouraging those 

perceptive enough in the audience to recognise it to imagine the other wholly through the 

prism of one’s own cultural forms. Verse on the English-speaking stage is already 

challenging and comparatively rare, so that the decision to maintain the verse already 

carries something of the weight of a foreignizing element in performance, so that the 

hybridity of foreign form and vividly domesticated language spoken by recognisable 

characters, may well serve to draw the audience into a play that is inescapably 

temporally and culturally very distant. At the crux of this problematic lies a choice 

between clarity or naturalism and strict adherence to metre. In terms of the latter choice, 

another clear danger emerges: unless the translator can actually write poetry, there is the 

real risk of sacrificing quality, of creating work so naive that it basically serves to 

alienate spectators from the production itself. Although I intend to explore these 

metrical possibilities in future drafts, I decided to firstly focus on natural dialogue and 

characterisation as the objects of criticism to be presented to the actors and audience of 

the rehearsed reading.

However, there is one particular scene in Casina whose narrative, if separated 

from its metre, has simultaneous consequences for character development and comedic 

effect. In the scene in which Pardalisca informs Lysidamus that Casina has gone mad 

inside the house with a sword and intends to kill both him and Olympic, the maidservant 

runs on stage, ostensibly in great fear, shouting inside the house to warn Cleostrata to be 

careful:

nulla sum, nulla sum, tota, tota occidi, 
cor metu mortuomst, membra miserae tremunt, 
nescio unde auxili, praesidi, perfugi 
mi aut opis copiam comparem aut expetam. 
tanta factu modo mira miris modis 
intus vidi, novam atque integram audaciam. 
cave tibi, Cleostrata, apscede ab ista, opsecro, 
ne quid in te mali faxit ira percita.
eripite isti gladium, quae suist impos animi. {Cas. 621-629)

/. translation concerned primarily with expressive rather than dramatic impact might

read something like this:
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I’m done for, I’m done for, totally, totally dead, my heart has died with fear, my 
limbs are trembling in distress, I don’t where to get help, safety, shelter. I just 
saw such amazing amazing things inside, and heard such new, unheard of things. 
Be careful, Cleostrata, I beg you, get away from her in case she hurts you, she’s 
mad with rage.

However, what this translation does not convey is that the original text is written in 

cretics, ‘a parody of the entrance of a distraught female figure in tragedy’ (MacCary and 

Willcock 1976: 170), and an ironically comedic indication of the women’s major tactic 

of psychological warfare. Plautus’ use of metre here conveys important information to 

the audience, namely that Pardalisca is inventing the action, aware that she is being 

overheard by Lysidamus, highlighting her scheming nature after her one line appearance 

at the beginning of the action. Recreating this particular metre in this passage cannot 

possibly offer the same effect. But what is the translator to do with their knowledge? 

One possible solution is to encode audience awareness into the language of the speech 

itself:

I’m done, I’m done. I’m dead, dead, dead. My heart’s a-leaping and my poor 
limbs are shaking. Oh woe is me. I don’t know where to find help, protection, 
shelter. Such terrible things I just saw inside, such horrific things I just heard. 
Look out for yourself, Cleostrata, get away from her in case she does you in. 
Grab hold of that sword, she’s out of her mind! (Appendix Three: 306)

By including such archaic terms such as ‘a-leaping’ and ‘woe is me’, coupled with such 

salted and unnatural phrases as ‘such horrific things I just heard’, a new intertext is 

created that resonates parodies of Shakespearean tragic language in contemporary 

parlance. By altering the mode of evoking mock tragedy, the function of Plautus’ metre 

h secured in translation. Therefore, while metrical analysis was not the primary focus of 

my translation process, an awareness of the techniques of narrative development was 

central to my translation strategy. The example of the use of cretic metre, with its rich 

panoply of literary connotations for Plautus’ contemporaries, provides a telling example 

of how dramaturgical engagement may compensate for inevitable instances of loss - 

because of course the impact of the form in original performance can also be encoded 

itto the new translation by paraverbal means, ranging from stage directions for the actor 

t( conversations with the director.
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5.2 Songs

Plautine plays are, at heart, comedies richly textured with music, employing cantica 

(songs sung to the musical accompaniment of tibiae, or pipes). The translational 

decision is much more straight-forward here in that these comedies with music function 

very much in the mould of how we understand them; moreover, given that around one 

third of the source text consists of song, to normalise the form would lead to a significant 

impoverishing of the text - both as play and as translation - in performance. Timothy 

Moore (1998a), from his analysis of the cantica, offers three functions that arise from 

alternating unaccompanied scenes with those with music: to frame certain passages, to 

draw parallels between similar and contrasting scenes, and to divide the play into units 
of action.142 My underpinning interpretation of the play, when used as a platform for 

analysing the occurrence of cantica in Casina, reveals that music is strategically placed 

in order to highlight the principal axis of action in the play. However, in dramaturgical 

terms, there is also scope to create new functions for songs in the translation, namely, to 

clarify narrative, reconstruct comedy, and create a new intertext with current musical 

connotations. Since the songs were not modified to any major degree throughout the 

translation drafts, with the exception of the final song, which was only written in the 

third draft, the rest of this section focuses solely on Appendix Three. The first point to 

note is that the number of versed lines is, once again, significantly reduced; in part 

because of an overall reduction in the length of the script in general, partly to suit the

142 Moore draws one parallel between the opening song where we meet Cleostrata and Myrrhina, 
highlighting their unusual role in this Roman comedy, and the beginning of the last song that marks the 
climax where she has transformed into the dominant character that has subverted marital and social norms 
(1998a: 254). To this I would add that all of the cantica essentially highlight the women’s war. The first, 
which begins with Cleostrata’s solo stating her anger at her husband and her intention to take revenge, and 
the duet between Cleostrata and Myrrhina where she states her real reason for anger (unequal rights), 
continues with a solo by Lysidamus declaring his love for Casina, and ends with a duet between Cleostrata 
and Lysidamus in which the wife claims she is opposing her husband for the benefit of their son. Here the 
audience is given the real motive for the battle, reinforced by Lysidamus, the ulterior motive given to the 
men, and the beginning of the battle proper. The second canticum begins with Pardalisca’s mock tragic 
scene and is followed by the women’s first tactic in psychological warfare where they invent problems.
The third comes before the wedding in a scene involving the women, Lysidamus and Olympic where 
Chalinus is handed over dressed as the bride, Cleostrata’s own phallic weapon. And the final canticum 
marks the climax of the play and the battle when the women come on stage to mock the men and it 
continues until Lysidamus is forgiven. For evidence of when dialogue was accompanied or 
unaccompanied see Moore (2008) for his extensive research which proves Friedrich Ritschl and Theodor 
Bergk’s identical hypothesis that music was not played during scenes written in iambic senarii, but 
accompanied every other type of metre.
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constraints of the rehearsed reading, but principally in order to give a flavour of the 

original musicality without creating a translation that would be defined solely as a 

musical (rather than comedy with songs) which, although stemming in many ways from 

Plautine plays, creates a different set of audience expectations. Secondly, the songs were 

relocated in the play, with one now in the prologue (Appendix Three: 287-88) and one in 

the epilogue (315), although the middle song, Lysidamus’ ode to Casina (289-90), was 

part of the first canticum of the original.143 Bearing in mind that my intended audience 

is not accustomed to a relatively long narrative at the beginning of a play in which 

character prehistory is set out and audience expectations are honed, and because this 

opening is crucial in securing the overall comic effect of the play, the first instance of 

song concerns a song developed from the prose, with clear comic intent. Lysidamus’ 

passage, in the second song, was written firstly as a contrast between the expected status 

of the old husband and master, and the effect that Casina has on him as he loses his 

power, and secondly so as to juxtapose his feelings for Casina against his relationship 

with his wife in the following scene. The final song, in the epilogue, in much the same 

manner as the first, was created from narrative in order to reinforce the comedy’s ending 

and to parallel the opening sequence by drawing the cyclical nature of Roman comedy to 

a close. In order to put this strategy into effect, two key tactics of rhythm and rhyme 

were employed, and their intended effects form the focus of the remainder of the 

analysis of this section.

5.3 The intertext of metre and rhyming couplets

The study of various types of song and poetry in any given culture or society allows us 

to discern specific trends among related genres which indicate the intended effects of 

their chosen metre or rhyme. Rhyming couplets (of which, more below), for example, 

create in English effects of verbal cleverness which are broadly comic, probably closer 

to the spirit of Widow Twankey than, for example, of Medea, while romance metre in

143 I had further originally intended to include music for each song, played by a harp, to represent the lyre, 
and a flute. The first song was to be sung to Irish music, the second to medieval music, and the final one 
to ‘Eastern’ style music to represent ancient Rome, whose music we have no record of. This tactic 
intended to allow the audience to travel through the play between the two cultures, stopping off at the 
Plautine revival instigated by Shakespeare, Moliere and the others, creating an extra hybrid layer not 
present in the original. However, due to the difficulty of securing music and musicians I had to alter this 
tactic.
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Spanish, again for instance, has a driving narrative function. As such, the inclusion of 

poetry of any kind can significantly influence reception through its formal 

characteristics, and requires careful mediation. Each of the three poems in the 

translation of Casina are written, for the most part, in anapaestic tetrameter, a metre that 

has two key effects in oral language: it has a ‘galloping movement’ (Fraser 1970: 39) 

and a distinct comedic effect. In a play that depends so much on fast-paced rhythm to 

bring the comedy and narrative to a climax, a metre is required that will push the 

dialogue on, speeding up the action and, particularly in the case of Casina, bringing 

energy to the scenes with long monologues and to dialogue with little subtext or 

perlocutionary force:

Here we have a husband, a son and a wife,
Who’s a nag and a goat and the bane of my life. (Appendix Three: 287)

We can see that the first couplet in the translation clinches a comic effect that would be 

absent from standard prose. Furthermore, perhaps the most well-known form of comic 

verse in English, the limerick, with its often vulgar content, flowing rhythm and 

humorous rhyme, is conventionally written in anapaests. The general tone of the 

limerick is one that resonates throughout Plautus’ original script and the translation; by 

writing the poems in this metre, a rhythm that most likely evokes connotations of 

humorous verse in the British spectator, the audience is given license to laugh and the 

type of vulgar farcical comedy of the play is injected into its horizon of expectations.

To complement the choice of metre, the verse is written in rhyming couplets, a 

device that, although it has been historically successful, with the heroic couplet, for 

example, is perhaps perceived as ‘grating or just plain silly’ to the contemporary ear 

(Caplan 1999: 220).144 Rhyming couplets are of course also very often used in 

children’s poetry, partly for their mnemonic function, and in this sense it makes them 

ideal for the prologue of Casina which sets out the narrative in a way that seeks to be 

both memorable and self-conscious. As a form this type of rhyme is felt to be relatively 

unsophisticated, but it leaves great scope for creating comedy through cliched rhyming 

words, words that do not match precisely, rhyming choices that set up and then avoid an

144 Here Caplan is offering a possible reason for the current unpopularity of the rhyming couplet although 
this does not reflect his own views.
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obvious clinching word. Such rhyme still has a rich and valid place in our theatres, 

particularly due to its potential to generate comedy:

The comedy of rhyme lies in its refusal of established categories. It repudiates 
the high and low of sense. It enjoins new intimacies on the ear. Things lie down 
together. Words strip off. Teasing is part of the enterprise. Rhyme augments 
sense without simply mimicking it. It is about its own devices. (Beer 1994: 195)

In other words, for comic drama that relies so heavily on audience engagement with 

dialogue, rhyme can be exciting, creating in spectators a sense of anticipation and 

suspense, and has the potential for that enriching stage language to which playwright and 

translator aspire equally.

For comedic, aesthetic and functional purposes, then, rhyming couplets serve the 

translation of Casina well. However, another lyrical genre, that of rap, a form that is 

rapidly gaining both popular and scholarly recognition as The most widely disseminated 

poetry in the history of the world’ (Bradley 2009: xiii), offers a deconstructed use of 

rhyme, exemplified by Eminem in his song Not Afraid where he raps, ‘[ojkay, quit 

playing with the scissors and shit and cut the crap, I shouldn’t have to rhyme these words 

in a rhythm for you to know it’s a rap’ - thereby forcing us into a reconsideration of a 

poetic device that many had consigned to the world of Hallmark cards. Rap, with its 

conversational and realistic ‘street’ language, structured into a poetic form, is essentially 

theatrical dialogue, full of metaphor, onomatopoeia and speech acts (Keyes 1984: 143), 

and the controversial material that most frequently reaches a mainstream audience serves 

to challenge the listener’s view of their everyday world and their own individual 

prejudices. Thanks to rap, rhyme has taken on an entirely new level of sophistication 

and artists have raised the literary standard; as such, it has not only created new 

possibilities for theatrical dialogue, but it has encoded rhyme with new intertextuality 

and connotations. The implications of rap for the translation of Casina, including the 

carnivalesque nature of its content, are far-reaching.145 In this translation, the songs’

145 Rap, in the sense that its lyrics often transgress boundaries of social norms in an almost celebration of 
our internal prejudices, can perhaps be regarded as a modem example of Bakhtin’s carnivalesque.
Rappers such as Eminem are frequently criticised for the misogynistic and homophobic content of their 
raps, yet these themes are readily accepted in theatre on account of their social discussion, as we have seen 
in Casina itself where Cleostrata is presented as the nagging wife in order to allow her to deconstruct 
Roman hierarchies. Others have argued for this cohesion between theatrical comedies and rap, including 
Rosen and Marks (1999) who place rap in the tradition of poetic satire and mockery in Greco-Roman
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rhyme and its intertextuality with rap intends to resonate with predominantly younger 

members of the audience to evoke an urban feel, simultaneously invigorating the 

language for a twenty-first century audience, placing the play within a modern 

transgressive narrative and destabilising the common truism that the Classics cannot 

connect with today’s audience or that they belong in the museum.

This chapter has focused on the strategies and tactics of translating four areas of 

the source text that were key to developing and sustaining the foundation interpretation 

that serves as my translation platform. It has become clear that these sections cannot be 

separated, synthesised as they are by the prevailing norms of the target society and the 

interrelations between culture, language and comedy, where comedy, for example, 

permeates every aspect of the entire process. In order to render this translation 

performable, each section has been concerned with the script as a whole and entangled in 

a complex web of simultaneous dramaturgical decisions designed to secure cohesions 

between all the parts that create a working script. These four sections - hybridity, 

comedy, character and language - will be reviewed again in Chapter Four as we assess 

how effective they may or may not be once they are presented to the target audience and 

the language is subject to live performance. Now that the tactics have been announced 

in this chapter, more or less in theory, it is possible to return to these decisions and to the 

source text to explore how and why they have been successful or unsuccessful in order 

to rework them and move closer to the overall objective of full-scale performability.

classical antiquity, using examples of comedic transgression in what are often perceived as high and low 
art forms, to demonstrate that ‘what appears to one reader as a crude endorsement of unmitigated sexism 
or debauchery may to another constitute both an imaginative exercise of satiric forms and a telling 
challenge to a culture’s dominant domain of ideological possibilities’ (1999: 922). There is much 
potential for research in this area, including exploring rap as a medium for translating subversive comedy, 
especially, to return to the original research question, for teenagers, following a similar project by the 
pedagogical Hip-Hop Shakespeare Company, in an effort to re-popularise the ancient comedies by 
drawing them into a distinct, yet similarly rooted, tradition of the camivalesque.
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Chapter Four 
Translation: The Process

Oral expression can exist and mostly has 
existed without any writing at all, writing 
never without orality. (Walter Ong, Orality 
and Literacy)

Discussion up to this point has discussed the practical role of the translator in the writing 

process, and assessed the central importance in Chapter Two of the development of a 

sustaining interpretation in terms of how it influences and moulds dramaturgical 

decisions designed in turn to secure the performability of the script. The first chapter 

outlined current theories of translation and performance that are more or less widely 

accepted as the various strategies available to the translator, while Chapter Three offered 

fir consideration a range of tactics that have the potential to achieve strategic success. 

However, the discussion of the performability of the translation drafts that were analysed 

in this previous chapter rested upon little more than educated speculation arising from 

the knowledge of similar successful contemporary tactics. We saw, for example, that a 

particular metre or poetic device has historically been employed since it enables comedic 

effect; but we also know that comedy is ultimately dependent on linguistic complexities, 

including word order, pace and rhyme, as well as extra-textual devices, such as gesture 

and expression. Theatrical comedy relies on complicity between actor and audience, and 

the effect of the script can only become evident when the oral and visual impacts of 

language are united in performance - what is being said and how it sits with stage 

bnsiness. It is precisely this degree of cohesion that destabilises the notion that the 

translator creates, or even encodes, the full potential for a performable script. As we saw 

in Chapter One, the real disconnect in theatre translation studies is born from the lack of 

oncrete evidence of gestic undertexts and the impossibility of discerning the script’s 

influence on other signs. Until such a time as scholars can prove that a play, or sections 

o' a play, are performable or unperformable in praxis as a result of the translator’s 

dramaturgical decisions in the script, or that language has an unequivocal effect on the 

oher signs, research in this area will necessarily be limited. Practical research into the
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complex semiotics of performance, in which the translated text is one special sign among 

many, is thus indispensible.

The ultimate research questions upon which the discussion of this thesis has 

rested have sought to explore the role of the theatre translator and to suggest some 

dramaturgical tactics that may perhaps help to re-popularise Plautine comedies. Having 

applied theories and my interpretation to the translation by encoding the language with 

speech-acts and intertexts, this final chapter places the third draft of the script into the 

heart of the performance process, and, by documenting and analysing the reception of 

actors and spectators, explores the extent to which the translator may shape and inform 

the performance. In order to gauge whether the script is performable, the development 

of the key areas that the discussion has set out as fundamental in this particular 

translation of Casina - hybridity, character, dialogue and comedy - will be traced 

through the documentation of various stages of process, including a reading by peers, the 

actors’ rehearsal, the rehearsed reading and audience feedback. To return briefly to 

Argyris and Schon’s learning model as set out in Chapter Three, it should be clear that 

focusing on specific predetermined objectives allows the translator to verbalise and 

categorise choices made in the writing process, and revisit tactics through reflective 

practice to determine whether the theory-in-use matches the espoused theory - in other 

words a directed process of critical evaluation. In this case, these objectives narrow the 

focus and enable a more concise and critical appraisal of what is unavoidably a complex 

and multi-layered process. The first section of this current chapter contextualises the 

process by highlighting the inevitable limitations and clear advantages arising from the 

analysis of a rehearsed reading, accompanied by an appraisal of the mode of 

documentation. With reception and the role of the translator always at the core of the 

ensuing discussion, the second section of this chapter focuses primarily on the extent to 

which those involved in early amateur readings felt that the script in Appendix Three 

met, or not, its articulated objectives, as well as outlining the effect of this feedback on 

the subsequent tactical rewrites from which the translation in Appendix 4(a) emerged. 

The final section of the chapter uses audience feedback to illustrate the collaborative 

process between professional actors and script (or how the actors could not collaborate 

with the script and translation). Through the medium of such reflective practice, this 

chapter seeks to determine whether the script is performable and the extent to which
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translators and written language influence the broad semiotic process of stage 
production.146

1. Rehearsal and documentation in practice as research

In many ways this section could have been entitled ‘the proof of the pudding’. The 

rehearsal process consisted of two non-consecutive two-hour readings with six 

postgraduate students, the majority of whom had no acting experience, who volunteered 

to offer focused feedback on the basis of a number of pre-established research questions, 

followed by a six-hour rehearsal with the professional actors and director who, 

immediately afterwards, participated in the final rehearsed-reading. The use of non

professional volunteers for the early readings reflected the fact that the script was not 

fully ready for performance, with the result that the reading thus ultimately lacked that 

extra-textual layer that gives language its aesthetic aural quality; these sessions allowed 

the non-professional actors to focus on the language of the translation, and the break 

between sessions offered time for critical reflection. This particular method also allows 

for a cross-section of the actual target spectator, that is, the Northern Irish educated 

generalist, to engage with the script and provide invaluable feedback on how the 

translation successfully, or unsuccessfully, conforms to or conflicts with his or her 

horizon of expectations. As the second section of this chapter will show, these two

146 Research on methodologies for conducting reflective practice from performance is, like practice as 
research itself, in its infancy. Exploring the ephemeral process of performance is problematic and requires 
the researcher to ‘reflect-in-action’, as Argyris and Schon argue, and ‘reflect-for-action’, planning the 
future process (Gray 2000: 379), both of which can offer a very rich and diverse exploration into 
performance-making. By and large, the choice of methodology is, to a certain extent, dependent on the 
research questions, and, depending on the type of process, the methodology can be dictated by what 
exactly the researcher is looking for. Gay McAuley (2008) discusses her method of choosing one specific 
stage in the process of performance to focus more profoundly on the actor’s input to the mise en scene and 
to argue for an ethnographical methodology. This approach, however, cannot satisfy the requirements of 
the current research questions. While I intend to scrutinise particular events to explore how the 
performance was constructed, research necessarily derives from these events in relation to the entire 
process, and my methodology is to review documentation as a whole, establish trends and trace the 
development of these trends throughout all the stages. This research is primarily centred on the notion of 
‘reflect-for-action’ as the previous chapters have shown in the development of objectives and areas for 
research; I then reflected on the practice solely by isolating these areas, but I reflected-in-action with 
regards to the translation by re-assessing earlier assumptions and tactics and redrafting the translation 
while the process was still on-going. In this case, a methodology such as McAuley’s example would have 
produced a fractured and incomplete study of the process of translation and performance.
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sessions incited a substantial reassessment of the dramaturgical decisions outlined in 

Chapter Two, and the script was rewritten before it was given to the professional actors 

to channel the translation closer towards its performable objective.

These non-professional rehearsal sessions further served to restore some of the 

function of the final performance rehearsal that was compromised by financial 

constraints. On the one hand, the use of professional actors offered more potential for 

enabling that quality of audience complicity that is crucial to comedy theatre. On the 

other hand, however, the financial constraints necessarily had two ensuing consequences 

on the research and performance: rehearsal time was reduced and no budget remained 

for set, props or costume. One original research question was to clarify some boundaries 

between the translator as dramaturg and the director, and to allow time to explore the 

actors’ interpretation of the script and their acting decisions without resorting to any 

speculation. A second research question was to study the relationship between the script 

and the visual sign systems to explore how the language influenced the construction of 

time and place on stage. Neither of these research questions could be fully realised in 

this particular context, but they were refocused and eventually concentrated on the 

relationship between language, actor and audience. However, the process still threw up 

useful issues linked to these only partially-addressed questions, and, in the final analysis, 

the financial constraints ultimately uncovered advantages implicit in the rehearsed 

reading that are probably impossible in a full performance - the most crucial advantage 

in this research being that it was possible to focus more acutely on the relationship 

between verbal (language, intonation etc) and non-verbal (gesture, expression) modes of 

communication without the analysis being encumbered with signs such as costume, 

lighting and set. Firstly, however, the mode of documentation, which is appended to this 

research, will be discussed to contextualise its limited, yet crucial, role in practice as 

research.

1.1 Documentation

For the purpose of this research, every stage of the process has been documented as fully 

as possible, through video, audio, email or written notes, to enable rehearsal and 

performance reflection and analysis that are evidently difficult to conduct while engaged
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in the semiotic collaboration of the process itself.147 The reading with the postgraduate 

volunteers was firstly recorded using a camcorder, a professional one in the first session 

and an amateur one in the second; while it is, of course, preferable to use a professional 

camera, the focus of these readings was to hear the script and garner feedback on the key 

research questions, and a lesser-quality image was not detrimental at this stage.

In the next stage, where I collaborated with the director before the actors’ 

rehearsal, research was documented through an audio file. For the meeting, an audio 

recording was most appropriate; a camcorder could potentially have interrupted the 

process, for practical reasons, since the meeting took place in a cafe, and because the 

presence of a camcorder would have acted as a reminder that research was under 

simultaneous consideration.148 Given the occasional scepticism between academics and 

practitioners, I intended, as far as possible, to create a context in which the director could 

treat the script and process as he would in a mainstream performance.14'4 It was possible

147 Gay McAuley, Professor in the Department of Performance Studies at The University of Sydney, a 
department that produces some of the world’s leading research on the performance process, argues that 
video and audio recording are among the most useful media for documenting rehearsal and performance as 
it acts as a memory device and further allows others who were not present to gain some degree of insight 
into the process (1998b: 76). However, she further notes that documentation is necessarily selective, and 
the choice of material that is presented to others is the result of a unique interpretation and analysis. Every 
attempt has been made to record every stage of this process, but it cannot account for personal thoughts of 
the actors and other participants, pre-assumptions and decisions that occurred before rehearsals and 
conversations that took place during breaks or when I was not present. Furthermore, due to the large 
volume of documentation that resulted from the various stages, it was necessary to select certain scenes, 
and these scenes derive from my own personal interpretation of the process which used as my interpretants 
the specific notions relating to the research. Therefore, documentation is an incomplete source and cannot 
be separated from the written argument, which derives from my presence and interaction in the process, 
that accompanies it in this chapter.

148 This meeting took place on 13 April 2011, six days before the rehearsal and rehearsed-reading.

149 The tension that often arises between the authors of the performance, particularly between writer and 
director, or writer and actor, was discussed briefly in Chapter One in relation to the dramaturgical role of 
the translator. The research has necessarily refocused away from exploring this idea of the role of the 
translator, but this ‘suspicion’ further extends to research in the rehearsal room. Furthermore, the position 
of the translator-researcher, who takes on a dramaturgical role in the mise en scene as well as presenting 
him/herself as an academic, can potentially problematise the creative process. It became clear at several 
points in the rehearsal that the knowledge of the target audience, which would be made up mostly of 
academics, hovered over the process (documentation for this has not been appended for ethical reasons). 
However, the very fact that certain statements were made in my presence suggests that I was not 
considered part of the academic ‘side’. As McAuley maintains, ‘[ajcknowledging as inevitable that the 
observer’s presence will change the event does not, of course, remove the practical obligation to be as 
unobtrusive as possible’ (1998b: 80); by documenting the process for post-performance research, and 
therefore concentrating on my role as translator-practitioner instead of taking notes, it appears that a space
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to record the rehearsal itself with the amateur camcorder, made possible by the lighting 

and clear acoustics of the rehearsal room. Due to the large amount of data that was 

collected over the postgraduate reading, director meeting, and actor rehearsal, only the 

sections that are directly relevant to the argument are included in the appendices.

On the other hand, the final performance and audience feedback session are 

appended in their full form in Appendices Nine and Ten on DVD 2. Due to the low- 

lighting of the theatre, since a general wash of light was created by the technical 

engineers, and the distance of the camcorder from the stage and audience, a more 

specialised camera and microphone were required to clearly capture the extra-textual 

signs of intonation, expression and gesture, and the audience discussion. Furthermore, 

the comedic objective of this performance could be more accurately assessed by 

analysing the spectators’ laughter in relation to what they saw and heard on stage. 

However, while video can reproduce a sonorous and visual image of the performance, it 

cannot replace the energy and impact of the performance:

Even those fortunate enough to witness the original are unable to return to it to 
check the accuracy of their memory or to test subsequent hypotheses against it, 
and for others there remains only the thinner substance of an experience filtered 
through the selective consciousness and reportage of intermediaries. (Carlson, 
cited in Reason 2003:86)

A recording cannot always capture what is happening on the entire stage, or anything in 

the auditorium, which could have led to spectators blending out, and the viewer cannot 

grasp the ephemeral and charged atmosphere that is a crucial part of a live 

performance.1'^0 It is only possible, then, to gather more accurate reception and critical 

analysis through personal accounts immediately following the performance when it is 

not influenced by distant reflection or distorted through communication with the

was created in which the scholar-practitioner divide remained, but was sufficiently distant so as not to 
have a major impact on the creative process and thus the research.

150 Rye (2003) suggests that multi-viewpoint frames being viewed simultaneously on the DVD can perhaps 
reduce the impact of this on the video spectator as this medium can ‘facilitate a shift in the way we 
conceive and create narrative structures for moving images which moves these forms towards the 
fractured, poly-optic, as it were, viewing positions privileged in some forms of performance.’ However, 
since my focus was on how elements of the script worked in practice, based primarily on laughter and 
audience feedback, and since it was a rehearsed reading with only the characters involved in a given scene 
acting, I opted for one wide-angle shot for clarity and to concentrate solely on the actors’ voice and 
movements.
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interpretation of others. For that reason, the greater part of audience feedback was 

secured immediately following the performance; however, in order to form a more 

holistic overview of reception, spectators were provided with my email address on the 

programme (Appendix 4b: 349) to reach a wider cross-section of the audience. While I 

gave spectators time to reflect to offer more concise feedback, I remain conscious that 

distance from performance leads to reduction in clarity. Despite the obvious limitations, 

it is hoped that the use of email, video, audio and notes can sufficiently contextualise the 

rich discussion in this chapter that derives from the ephemerality of performance.

1.2 The dramaturgical roles

To return briefly to the first research question that was proved unviable in the context of 

this process, that of the translator’s dramaturgical role in rehearsal, it is still possible to 

offer a consideration of some more generalised trends that emerge from an analysis of 

the documentation. I had initially intended to separate myself as much as possible from 

the rehearsal, with the intention of gauging more clearly where my presence as translator 

naturally became important to the mise en scene. As such, I situated myself at the side 

of the rehearsal room while the actors sat in front of the director, making him the first 

point of contact. There is a crucial aspect of rehearsal-room protocol in here, but also a 

practical one in the context of this research: if I was questioned on any aspect of the 

script, it would mark a key role of the translator. However, before the rehearsal began, 

the director invited me to sit beside him, thus creating a sense of equal collaboration 

between director and translator. This does not reflect what always happens in theatre, 

and indeed such indications of collaborative respect are as individual to the director as 

performability itself is to the specific play in a specific context. Nevertheless, the 

establishment of roles proved problematic due to the fast-paced nature of the short 

rehearsal, and, while the director was responsible for the majority of the staging and 

acting decisions, including extra-textual signs, interpretation of subtext, and alteration of 

language for clarity, this represents inevitably a partial account of the discussion process 

during a full-length rehearsal.

That said, I indentified three principal areas where my role as dramaturgical 

translator facilitated the rehearsal. My tasks were to collaborate with the director on 

some elements of the staging, act as historical advisor on both the original text and
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Roman or Latin allusions that 1 had included in the translation, and clarify meaning in 

terms of the interpretation and meaning of the language and narrative. This negotiation 

was most prominent during the meeting with the director in Appendix Seven where, for 

example, we briefly discussed the original play in terms of masks and music (00.00); we 

discussed the extent to which I wished to modernise the performance of the play, or, in 

other words, how far I intended to domesticate the theatrical tradition (01.23); and we 

established different interpretations, particularly the scene where I added stage directions 

for Lysidamus to kiss Olympic to exert his power as the director considered the action 

too romantic (02.36). However, since there is little evidence to offer a comprehensive 

study of the relationship between the translator and director in this performance, and 

since others have documented this process, their findings correlating with my own,151

151 Oliver Taplin, for example, summarises his role as advisor on a production of Ted Hughes’ Oresteia 
and experiences in other rehearsals: ‘Most directors [...] who undertake the production of an ancient Greek 
play are interested in the original performance, and in its context, cultural, social, political. Even those [...] 
who have no time for scholars or pedants still have the curiosity, if only as a possible source of ideas [...]. 
What none of them wants is a scholar - however good - who wants to supply them with a complete 
interpretation, or with an all-pervasive theorisation’ (2002: 21). What Taplin is arguing, then, is that the 
role of the academic is to create the potential for, and influence on, the staging and direction rather than 
attempt to become a new author in the mise en scene. This, of course, resonates with the very role of the 
translator, and explains why Taplin, who was not the translator in this case, but who nevertheless 
embodied the liminal space of the translator situated between two languages and cultures, refers to himself 
and to Tony Harrison, whom he had witnessed in rehearsals of Harrison’s translation of Oresteia, as 
‘dramaturgs’ of the performance (15-16); as dramaturgs, the translator assists the director and creates 
possibilities, and this role extends from the writing of the script through to the rehearsal of the final 
performance. Director Nathalie Abrahami, on the other hand, claims that, if she is working on a translated 
text, she will invite the translator into the rehearsal at the beginning to answer questions on the text, but 
not invite him/her back until later in the process ‘so they don’t have to see the painful part’ (Laera 2011: 
223), which presumably refers to alterations in the text. Notably, this would perhaps suggest that 
decisions made by the director of Casina on the script were not merely the result of a short rehearsal, but 
indicate a conventional boundary between translator and director once the script enters the performance 
process. Likewise, Bharucha, although he looks to translator and actor for verification of meaning, 
continues: ‘In embracing the uncertainties of meaning, I do not suspend my authority as a director and 
allow the translator to usurp my role. On the contrary, there have been many situations in which as 
director I am able to see that the translator’s choices do not correspond to the actor’s more visceral 
translation of a text’s potentiality. This compels me to play the devil’s advocate and arbitrate the 
differences between translator and actor’ (2007: 352-53). As my own experience indicates, what is clear 
from these experiences of translators, academics and directors is that the translator does have a role to play 
in the rehearsal and performance, but, where the performability of the play is at stake and the script 
conflicts with the semiotic process as a whole, director and actor become the new authors, separate from 
the translator, yet still discovering the potential of the translated text. As Jonathan Bollen found during his 
research of a rehearsal, despite theories of writing and translation, the authorial figure remains powerful, 
and actors and director discussed translations in light of the actual translator, in this case, the fact that the 
translator was female (1995).
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this particular research question was refocused to examine whether the acting and 

discussion of the actors and director matched my own intentions for the script and 

performance that, as our previous discussion shows, have been encoded in the script.

1.3 Research and the rehearsed reading

The second major limitation of this process is the nature of the rehearsed reading itself, a 

performance with little rehearsal time comprising of only six of Kowzan’s thirteen signs 

of theatre: word, tone, gesture, movement, props, and music.Consequently, the 

rehearsed reading, self-evidently, lacks the full aesthetic quality of current performance 

norms; it has less signs to convey dramatic conventions concerning the evocation of time 

and place, and its condensed rehearsal period means that action, a sign that can build 

characterisation, relationship and comedy, is not the priority. It is perhaps for these 

reasons that the rehearsed reading, among all modes of performances, remains relatively 

un-theorised in both performance studies and theatre translation studies, although in the 

realpolitik of the financial constraints under which the professional theatre operates this 

is surprising as translated plays are regularly first presented to an audience in this 

form. And, indeed, this type of performance as Pavis argues in his situations of 

enunciation discussed in Chapter One, actually offers a prolific period of analysis for the 

research that many theatre translators may ideally wish to conduct on a script in the 

translation process. By virtue of the restricted signs, the rehearsed reading offers a space 

in which the semiotic system is vastly reduced and the current that flows between the 

key signs becomes more clearly discernible, allowing a more concise evaluation of the 

collaboration between language and actor, and actor and audience. One of the major 

arguments against the notion of performability is that the script cannot be separated out

152 Kowzan’s thirteen signs (1975: 206) are: word, tone, mime, gesture, movement, make-up, hairstyle, 
costume, props, decor, lighting, music and sound effects. These signs are then sub-categorised into 
various other areas including time and space, auditive and visual signs, actor and outside the actor. In the 
case of this reading, of all the sixteen sub-categories that Kowzan offers, the only one that is not 
represented by any of the six signs of the performance of Casina is ‘actor’s external appearance’, which 
includes make-up, hairstyle and costume. This table has been criticised because it does not illustrate how 
signs collaborate (McAuley 1998a: 2), and while other semioticians such as Ubersfeld have produced 
much more complex research in this area, the simplicity of Kowzan’s work demonstrates that, although 
this production of Casina is not a conventional full performance, it essentially covers every category that 
constitutes a performance, yet it is unburdened by the aesthetics that detract from language and movement.

153 At the time of writing I have been unable to find any research that has been conducted specifically on 
the rehearsed reading.
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from the performance, and, therefore, it is impossible to prove that the translator’s 

language was loaded with perceivable speech-acts and interpretations. This study, 

particularly due to its small scale, cannot fully prove either side of the argument, but it 

can go some way towards illustrating that the translator’s language choices exercise a 

real impact in performance.

The rehearsed reading has reduced signs, but it is still a performance, and given 

that the audience does not expect a finished script and performance, other signs not 

included in Kowzan’s list can be exploited for more unconventional collaboration and 

research. In this way, in order to garner audience feedback, a programme was used to 

influence reception in relation to my research objectives prior to the performance, and 

audience discussion was enabled by the fact that they were engaging in an unfinished 

process that explicitly invited comment and criticism. I used three methods to focus 

reception: partial selection of audience, programme content, and questions directed 

towards spectators. The performance took place, as already noted, during a conference 

at Queen’s University Belfast on translation and dramaturgy; given that the majority of 

the audience would therefore be theorists or practitioners within the fields of this 

research, and since they would already be immersed in a discussion that would address 

many of the issues raised in these chapters, these spectators would perhaps be more 

attuned to the objectives of the translation and the research, thus creating an ideal 

collective language for discussion.

However, since each spectator approaches a literary work with their own 

interpretants, it was necessary to focus their areas of concentration to enable concerted 

reflection during the performance. I therefore prepared a programme (Appendix 4b), 

which was distributed before the performance, and which included, as well as the usual 

character list and plot summary, a list of the principal objectives of performability, 

comedy, relevance of characters and hybridity.'^4 Although the intention was that the

154 Signs of a performance are not restricted to on-stage events, but filter out to the entire context, 
including the audience discussion, where my presence before the audience became part of the 
performance, and the programme. Reception of the play is thus constructed before, during and after the 
performance, and, since ‘[ajmong the paratexts that are in orbit around a modern [...] theatrical production, 
only the program is designed to enter the time and space of the event itself (Harbeck 1998: 1), the 
programme offers information to situate the performance in the audience’s spatio-temporal existence. The 
programme of Casina provides much of the customary contextualisation; the front page includes the title, 
the names of the original author, the translator and the director, and the date, time and location of
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audience would use these questions as a guide to formulating their feedback, clearly 

there could be no guarantee that each person would read the programme in advance; 

therefore, the unconventional method of directing questions into the audience during the 

post-performance discussion allowed me to ask several precise questions in order to gain 

some sense of audience reception based on the areas of Casina I wanted to keep alive 

through translation and transformation. Clearly this cannot represent a full or accurate 

account of feedback from the whole audience, not least because every spectator may 

potentially have a different interpretation, but such an approach allows the translator to 

focus on the areas of the script that are successful or unperformable in order to secure a 

more cohesive text in terms of its relationships to the target audience. The remainder of 

this chapter uses the documentation to explore tactical decisions that were altered before 

the performance, and the role of language and the script in the final rehearsed reading.

2. Early readings

The method of using peers, who performed in many ways as both actor and spectator, to 

read through the script offered a rich source of feedback on the translation and areas of 

the play that I believed would evoke my interpretation and create a performable working 

script. Since the intention of this practice-based project is to evaluate the success of my 

tactics, including the use of naturally-occurring language, character development and

performance. Of course the very fact that it includes the translator creates a specific horizon of 
expectations, and the image of an ancient comedy scene, photographed in Naples’ Archaeological 
Museum, is the catalyst for drawing spectators back in time towards the source culture. The inside left- 
hand page gives the cast and character list, but further highlights that it is a professional reading; while the 
characters’ names serve as a mnemonic device, the actors’ names will, for some spectators, ‘haunt’ the 
performance, as they will remember other performances by the same actors, and the word ‘professional’ 
shapes expectations and enjoyment by implying that it will be a well-constructed performance. The right- 
hand page provides a brief summary of the plot, constructed around a series of flash words, such as 
‘master’, ‘slave-girl’, ‘social stereotypes’, and ‘cheated-upon’, to channel the audience’s attention towards 
key moments in the play. At this point, the programme breaks conventions and reminds the audience of 
the research dimension; not only are research questions set out, but my email address is printed with the 
request for further feedback along with a reminder that the session will be recorded to document research 
(Appendix 4b: 347-348). In the discussion of programmes, Harbeck (1998) focuses primarily on relevant 
advertising in theatre programmes, and, as this suggests, every element of a theatre programme serves to 
mould audience reception in some way; therefore, although the method of placing research objectives is 
not a constituent norm, it retains the very function of programmes by contextualising the performance in a 
specific time and place, in this case, in a process that sits in the liminal space between practice and 
research.



162

comedic effect, it was necessary to create a longer and more focused occasion for 

analysis. This reading therefore channelled the participants’ reflective process towards 

my translation strategies. To implement this space for discussion, I began the first 

session by informing them of the areas I wanted them to consider during the reading, 

namely presentation of character, language, comedy and hybridity, thereby ensuring that 

these objectives were subject to concise criticism. Due to the short rehearsal for the final 

rehearsed reading, the director and actors focused primarily on action and attempting to 

understand the context of their lines, and this resulted in little conversation about 

interpretation and the aesthetics of the stage language; by organising the earlier readings, 

dramaturgical tactics concerned with the orality of language were already more refined 

and required less attention from the actors. This section highlights some of the key 

problematics of the script in Appendix Three that was discussed in the previous chapter, 

and illustrates the formation of the script in Appendix 4a, the draft that was subsequently 

given to the professional practitioners.

2.1 Stock narrative

The comedy and impact of Plautus’ plays depends on the audience’s knowledge of stock 

characters and narrative, and they would have been haunted, in Carlson's sense, by 

previous performances, contemporary expectations and theatrical norms. In these plays, 

spectators recognised the characters by clothing and perhaps masks, and they were 

familiar with the characters’ backgrounds, personalities, desires, weaknesses and 

strengths. In other words, Plautus had little need to characterise at the beginning of the 

script, but created comedy instead through the scenarios in which he situated them. In 

Roman comedy, narrative, along with saturnalian role reversal and linguistic humour, is 

one of the main methods of achieving comic effect, and is therefore crucial to the 

ultimate performability of the play. In the case of Casina, Chapter Two has argued that 

its comedy is generated through the audience’s familiarity of the narrative of these other 

plays since norms were repeatedly established and transgressed in the first half of the 

play before the innovative subversive narrative began in Act Three. The Prologue firstly 

offered a stock argumentum, and then stated that the wife had an unexpected role, and, in 

the play proper, Cleostrata and the slaves acted out their roles, only to take on new ones 

to create the climax. In a translation of one of Plautus’ other plays, it may well be that 

the narrative could be imbued with a different comic potential as a result of the
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audience’s ignorance of the story and element of suspense. However, a translation of 

Casina requires that spectators are led to believe that one thing would happen, with their 

horizon of expectations of the play firstly expanded and refocused, allowing them the 

opportunity to have a response similar to that of the original audience through the 

deconstruction of norms and expectations.

The discussions in Chapters Two and Three on stock narratives and the 

problematics confronted by translation in this regard were particularly concerned with 

the culture-specific references that made comprehension possible, and it was assumed 

that if the narrative was relevant to the audience, then spectators could fully engage with 

the play. However, unanticipated problematics in the reading feedback made it clear that 

the focus on relevance had detracted from the fact that the audience has to know the 

original norms that contextualised the plot. It was noted in the second session that the 

narrative was confusing, and although specific examples were not given, one point that 

was made in the first session related to the fact that the son, Euthynicus, who was set up 

in Plautus’ script as a key contender for Casina, did not appear in the performance 

(Appendix Six: 00.00). Like Plautus’ audience, my actual spectator expected the son to 

be a major part of the father-son story; however, while the original audience would in all 

likelihood have understood that Plautus was subverting norms, my spectators could 

neither appreciate the uniqueness of the plot nor discern the full comic effect. 

Furthermore, not only does this lead to an unclear narrative, but, according to my 

reading of the source text, it affects the final level of interpretation of Plautus’ play that 

my translation was attempting to recreate.

We saw in Chapter One that the absence of the son reinforced the fact that the 

play was a battle between men and the usually silent women, and a transgression of the 

husband and wife hierarchy; the interpretation that Plautus was giving voice to the 

voiceless would not have been possible with the presence of the young man. However, 

by re-characterising the voiceless in the translation, with the women and slaves taking on 

very different roles than the original, thus vastly blurring the male-female binary, the 

role of the son is more or less redundant. Since an entire reconsideration of how I 

attempted to encode my interpretation was not possible within the timeframe before the 

final performance, this new problematic remains unresolved. Given that the son is the 

invisible source of this play’s tension, it is impossible, of course, to remove his presence
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from the script since Lysidamus would lose the motivation for his actions. It might, 

therefore, be necessary, in future drafts, to rethink how stock characters presented in the 

translation create the narrative: why did the old man send his son away, and how will 

spectators know that the absence of the son and the women’s exploitation of him as their 

false reason for battle in their strategy of psychological warfare signals a very real, and 

not stock, narrative? This peer reading of the script has shown that attempts to focus on 

cultural translation and not a translation of certain theatrical norms has resulted in a 

translation that has lost sight of those elements of the script that influenced my own 

interpretation and, subsequently, the social layer that I wove into the target text. The 

failure to explain the role of the son, which was well-known to the original audience, has 

caused a fracture in audience complicity and an incomplete translation of stock narrative.

2.2 Character and dialogue

Perhaps the area of the translation that was identified as most problematic in the early 

readings was the characters’ connections with the audience; this appeared to be a direct 

result, not of the narrative, but of the language written to create character. The 

discussion of character attracted more critical feedback, whether concerning the success 

or failure of characterisation, than any other part of the script, probing far beyond the 

surface of the ‘speakability’ of dialogue that theorists have often claimed is the principal 

concern of the translator. Over the two sessions, where participants read through the 

script twice, there was only one direct comment relating to the difficulty of uttering a 

phrase (Appendix Six: 02.16), where ‘them’uns’, a colloquial form in Northern Ireland 

for ‘those ones’, sits unnaturally for a country accent. However, it was the characters’ 

implicit evocation of time and place that lay at the heart of many of the conversations, 

particularly in relation to the upper-class characters and the Cockney Pardalisca.

Although it became evident that much of the dialogue in the draft in Appendix 

Three had to be rewritten as it sounded unnatural when spoken,1” there was unanimous

155 In actuality, the majority of the dialogue was rewritten following these readings; despite the ostensible 
success of some of the characters, and the fact that it was primarily the language of the upper-class that 
was criticised by participants, I personally found the dialogue to be prescriptive, repetitive and unnatural. 
Consequently, the draft given to the actors for the final performance was approximately two thousand 
words shorter, which I believe complemented the fast-paced nature that I attempted to create with the 
script. One example occurs in the first scene between Lysidamus and Cleostrata where the husband and 
wife argue about who will marry Casina, and they agree they will each ask the opposing slave to give her
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agreement that the language of Olympio, the country slave, and Chalinus, the city slave, 

embodied the stereotypical characters that I intended to portray. Crucially, apart from 

feeling more real (Appendix Six: 03.06), the language of these characters further seemed 

to encode the potential to influence other signs including gesture and clothing; by seeing 

a character as the typical antisocial youth of Belfast, participants were able to visualise 

him/her moving and talking with a certain body language and wearing a tracksuit, 

conforming to the Northern Irish stereotype of the disadvantaged and disaffected 

teenager (see for example the discussion on Pardalisca in Appendix Six: 07.30). The 

conclusion is that the colloquialisms and stereotypical references that I included in the 

dialogue could sufficiently develop character.

However, the slave-girl Pardalisca, who, as noted, I had written as a Cockney 

character so as to invoke the scheming characters of popular soaps, jarred for my actual 

spectators as, logically, they questioned why she was the only character not from 

Northern Ireland (Appendix Six: 05.34). The fact that I had developed the script as a 

discussion on Northern Irish society meant that juxtaposing a character in such a way led 

spectators to believe that accent acted as a marker for some other unintended purpose, 

perhaps as a comparison between Northern Ireland and England. Although I had 

intended to use Cockney as a way of distinguishing Pardalisca from Olympio and 

Chalinus, it was decided, following the discussion in the early reading, that rewriting her 

dialogue to create a ‘milly’, the female version of Belfast’s antisocial ‘spide’ embodied 

in Chalinus, would refocus the script on the upper-lower class divide and connect a 

Northern Irish audience more holistically with the interpretation upon which the 

translation was founded. However, due to time constraints between the two sessions, I 

was unable to alter much of Pardalisca’s dialogue, and when read with a different accent.

up. Following Cleostrata’s exit, Lysidamus says in Appendix Three, ‘[s]ome wife. I’m being tortured by 
love and she’s tightening the chains. ‘Til death do us part is right. She must have figured it all out. Why 
else would she want to help that piece of dirt?’ (293), a translation that remains relatively ‘close’ to the 
source text. However, this phrase essentially states the obvious, which is not generally the norm in our 
current theatrical system, and its cliches and slightly dated sayings, such as ‘that piece of dirt’, remove the 
possibility of aesthetic stage language. Therefore, in Appendix 4a, this passage was simply replaced by 
‘[w]ell that went well I thought’ (326), adding in a slight layer of humour after the argumentative scene, 
and offering a sense of superiority on the side of the audience who already know that the wife knows his 
plans and is torturing him, but equally know that Lysidamus does not. This, of course, is only one 
example, but a brief review of Appendices Three and 4a demonstrates the significant linguistic alterations 
that took place after hearing the script aloud.
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participants noted that although the character feels more real in relation to the time and 

space of the script, the dialogue itself had become problematic (Appendix Six: 07.30).156 

In other words, given that participants now found the character to be more relevant and 

appropriate to the social dialogue, it was illustrated that it was more crucial to situate the 

character in time and space, and that issues of speakability were undoubtedly important 

but not ultimately detrimental to interpretation and audience complicity. Pardalisca’s 

dialogue was thus rewritten by applying the same tactics that proved successful for 

Chalinus and Olympio, and the typical language of this societal group, including the 

exclamation ‘oh mummy’ and all-encompassing riposte ‘aye yer ma’, was woven 

through her dialogue. However, having lost the intertext between the Cockney accent 

and characterisation, another tactic had to be applied to evoke her scheming nature, and I 

attempted this by expanding her one line at the beginning of the play:

Cleostrata: I’m off to see Myrrhina. If he’s looking for me I’ll be next door. 
Pardalisca: Master wanted a lunch made up Ma’am. (Appendix Three: 290)

Cleostrata'. I’m off to see Myrrhina. If he’s looking for me I’ll be next door. 
Pardalisca'. Right ok. (To audience) Hiya. I’m Pardalisca. This here’s my 
mistress, Cleostrata. She’s a bit raging at her husband, so she is. You might 
have seen him about. Yea high, yea wide, drool spurting out of his mouth. You 
need to watch yourself around him. Anyway, Cleostrata’s got it in her head that 
Lysidamus is doing the dirty. She’s probably right. She’s trying to keep it under 
wraps ‘cos she’s the laughing stock of the town as it is. But don’t worry. I’ll 
keep you filled in. (To Cleostrata) Anything else? (Appendix 4a: 324)

By allowing Pardalisca to engage directly with the audience early on in the play, 

spectators still have a sense of her shaping role in the narrative. Therefore, despite 

relocating her character, it was still possible to employ different tactics to achieve the 

strategy of presenting the audience with recognisable characters.

Although Pardalisca jarred in the earlier draft, but was nevertheless seen as a real 

character, the upper-class characters posed further problems in that they did not connect 

with the participants at any level (Appendix Six: 03.05). Chapter Three discusses the

156 However, we can see in Appendix Six (08.50) that the person playing Pardalisca still spoke with a 
slight Cockney accent. It is impossible to determine whether the dialogue influenced pronunciation or 
whether the first session, where she did speak with this accent, rendered it more difficult to switch accents. 
This is perhaps why others found the dialogue to jar with this new representation, and not that the 
language itself was flawed.
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naturally-occurring speech provided for the upper-class characters, highly-neutral 

language designed to develop the notion of stock trait-less characters whose connection 

with the central axis of the play is at best tenuous. However, the lack of aesthetic 

clothing of the stage-language had the effect of distancing spectators from these 

characters, but not in the intended manner; these characters were un-performable, firstly, 

because they did not feel real, and secondly, because their dialogue did not embody the 

comedy that is commonly associated with this affected accent. Between the drafts in 

Appendices Three and Four (a), in Cleostrata and Myrrhina’s first scene, reconsidering 

these areas in translation rendered the translation vastly more performable:

Myrrhina: What’s yours is your husbands, right? Women don’t, and shouldn’t, 
own property, right? Ergo the girl belongs to him.
Cleostrata: I’m at a loss for words.
Myrrhina: Good, then hush. As long as you’re comfortable, as long as you’re a 
kept woman, allow him his little affairs, allow him his freedom. It’s the least a 
housewife can do.
Cleostrata: Look, there’s one thing you never want to hear a husband say. 
Cleostrata: Which is?
Myrrina: Hit the road, Cleostrata, and don’t you come back, no more, no more, 
no more, no more. (Appendix Three: 291)

Myrrhina: What’s yours is your husbands, right? Women don’t, and shouldn’t, 
own property, right? Ergo the girl belongs to him. I don’t see the problem. He 
gives you everything you want. Let him have her.
Cleostrata: Are you serious?
Myrrhina: What the old saying? Vir erectus, sed donus arrivus.
Cleostrata: Oh, you mean:
As long as the money keeps coming,
As long as the gifts don’t end,
Ignore his faults and his flaws,
And the fact he’s shagging your best friend.
Myrrhina: Precisely.
Cleostrata: Whose side are you on, Myrrhina?
Myrrhina: It could be worse. There’s one little word you never want to hear 
trembling on your husband’s lips.
Cleostrata: Divorce?
Myrrhina: Broke. (Appendix 4a: 325)

In this second translation, the characters become more alive, their dialogue revitalised 

through comedy, and their mindset developed to portray them as wives only interested in
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their husbands for their money and material goods, and upper-class characters that have 

evidently created a facade for themselves, as demonstrated when Cleostrata, in her 

anger, forgets her alter-ego and utters the word ‘shagging’. The objective for Cleostrata 

and Myrrhina was that of developing characters who would represent the mistresses of 

Roman comedy, some that are stereotypically represented in the role of nagging wife, 

others that are nevertheless real; the first tactic, that of writing standard dialogue was 

unsuccessful, but the reading illustrated that even normalised language in theatre 

requires aesthetic remoulding in order to synthesis stage characters with the audience. 

As noted earlier, stage language can be many things, but it is rarely wholly real. 

However, it is clear from the second tactic that by conforming to the theatrical norms of 

this type of character, the audience will, in all probability, discern the character’s 

background and thoughts, although it will be less likely to blend out of the performance 

on account of banal dialogue that distracts from some of the most crucial scenes of the 

play.

It is only by hearing the script and by garnering feedback from representatives of 

the target audience that it becomes possible to discover areas in the translation that 

render the characters un-performable, a finding that demonstrates the relevance of those 

theories outlined in Chapter One that performable characters are created by locating the 

harmonious tension between real figures and poetic language. The clear vision I had of 

the groups represented by the male slaves in society underpinned the development of a 

stage language that resonated with the audience, enabling the development of characters 

that epitomise the very comedy for which they are customarily renowned. Pardalisca, 

however, while she was considered comedic in the first instance and her Cockney 

characteristics connected with spectators, did not blend into the overarching social and 

saturnalian interpretation I had attempted to encode into the translation. Finally, it 

became clear that the translation’s focus on presenting the upper-class as stock 

characters whose language was excessively normalised served to alienate the spectators 

in an unforeseen way. These issues were considered and addressed in the draft given to 

actors for the final performance, a draft that it was hoped would present characters 

endowed with more concise and performable traits.
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2.3 Hybridity

The previous two discussions on narrative and character have served to illustrate how the 

script has been further domesticated, ensuring that the script belongs to the target 

audience and draws it into the action. However, the model of the hermeneutic motion, 

with its attendant metaphors of death/rebirth, ghosting/cross-breeding, reminds us that 

the ethics of translation lie in the creation of passages back to the source text. A prime 

tactic in achieving a strategy of hybridity was to retain the foreign names, including the 

occasional Latin word whose meaning could be easily elucidated by sound or context, 

and draw spectators through the translation process at the beginning of the prologue; in 

other words, the audience would be reminded of what was already included in the 

playbill or programme - namely, that it was originally a foreign play written about a 

foreign culture. But crucially, this reminder would be issued from the stage so that the 

status of play as translation would fdter higher up the receiving prisms of the spectator. 

While this theoretically could have been a successful tactic, it appeared in the reading 

that it was perhaps not fully understood, as one participant questioned why there were 

Northern Irish elements and Roman ones, using the example of Owen McCafferty’s 

translation of Antigone to contextualise the purpose of the two cultures (Appendix Six: 

09.32). Evidently, then, the fact that the translation was a hybrid text was clear, but its 

function was not.

Although these original tactics were preserved in the final draft, the blurring 

between the two cultures had to be reinforced to mark in the dialogue that the 

performance is positioned in a liminal space where spectators are free to perceive the 

action from various angles; the new tactic has, to a certain extent, been conceptualised 

by Steiner in his notion of‘elucidative strangeness’:

Good translation [...] can be defined as that in which the dialectic of 
impenetrability and ingress, of intractable alienness and felt ‘at-homeness’ 
remains unresolved, but expressive. Out of the tension of resistance and affinity, 
a tension directly proportional to the proximity of the two languages and 
historical communities, grows the elucidative strangeness of the great translation. 
(1998: 412)

Transposed onto dialogue, myriad possibilities opens up for the translator by searching 

for the tensions and commonalities between the two languages. We saw an example of
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this above in Myrrhina’s line, ‘vir erectus, sed donus arrivus’, where the Latin is 

ungrammatically correct so the audience can at least discern the meaning of ‘erectus’, 

and is followed by a verse that offers an English explanation. This of course situates the 

play, but it further acts as a tactic to prompt spectators into gauging the connections 

between Roman society and their own. In other passages, where a ‘translation’ was 

unnecessary, Latinate phrases, such as ‘I’ll come and give Casina a bit of the old veni 

vidi vici’ (Appendix 4a: 332) and ‘[s]he’s uglier that I remember, Pardalisca. A real 

hideous corpus’ (343), were woven throughout the dialogue as though part of natural 

conversation.

However, translation not only has the power to illustrate the roots of our 

language through foreign phrases, but to enable us to reposition ourselves in the face of 

our own language by hearing it as an outsider. Customarily, languages are imbued with 

maxims based on the stereotypes of another culture, and English has a rich tradition of 

referencing the Romans, many sayings of which are included in the translation. Phrases 

such as ‘[n]o I don’t know which way we’re going. Why?... There’s a lot of ways out of 

Rome. Doesn’t every road lead to it?’ (Appendix 4a: 340) and ‘[yjou’re a disgusting lot. 

Well, when in Rome’ (345) deconstruct our own language by re-contextualising it into 

the linguistic narrative that gave birth to it. In this sense, English, the very language that 

draws the audience into the performance, becomes strange and foreign as we explore the 

history and journey of ourselves and our language since the original source text was 

written. This foreignising strategy thus aims to enable the spectator to discern the 

potential of translation and to view his/her own society reflected by, and onto, one that is 

temporally and spatially distant, yet at heart still present in the sounds, phrases and 

thinking of our own.

The simple mechanism of organising a short reading with non-professional 

actors made it possible to gauge the areas of the script that were proving or might well 

prove problematic in performance, giving the opportunity to ask these participants 

whether they felt that the underlying dramaturgical decisions had helped or hindered the 

strategy criteria set out at the beginning of the first session. Only when the words were 

spoken was it possible to see the script as a cohesive object and the sum of all its parts, 

and only by verbalising the areas that I wished to trace throughout the translation process 

and the tactics that I employed could I conduct research through practice by focusing on
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specific strands of the script to determine which parts had to be reconsidered. The 

translation of every part was, in some way, flawed, but by returning to the theories of 

translating for performance outlined in Chapter One, I could explore why it did not meet 

i:s objective and think of other possible strategies for creating a similar effect. However, 

as Argyris and Schdn’s learning model in Chapter Three illustrates, the process is never 

complete until the espoused theory and the theory-in-use coincide, and, although I have 

altered many of the un-performable sections, the new tactics had then to be tested in the 

fnal process of the rehearsed reading.

3. The rehearsed reading

The purpose of the earlier readings discussed in the previous section was to concentrate 

feedback on those areas of the script that I believe would make the translation 

performable with successful tactics, but the actors’ rehearsal, aimed as it was at live 

performance, was situated in a more ephemeral and creative context, and its function 

vas to gauge the development of the play when the script entered into the semiotic web. 

h order to establish a rehearsal that, in spite of the compact and intense six-hour time 

sot, represented a real process, all decisions were left with the director and research 

questions were not imposed or discussed. However, the problematics of the script 

became evident when I was asked for clarification and when staging decisions were 

explored to complement the narrative; rather than interrupt the process by asking actors 

to explain their decisions, I decided to analyse the correlations between the performance 

development and my own script development.

Following the performance, the process returned to a more controlled context 

vhere I stated my research objectives for the translation to the audience and invited 

spectators to give critical feedback on the four key areas of narrative, character, 

h/bridity and comedy in order to focus on how the feedback received in the earlier 

readings coincided with the post-performance conversation. This final section is 

sructured around these four areas, and it uses as its basis spectator feedback, whether 

citical or uncritical, and considers which signs were in play to create this effect. Certain 

cements of the translation, including language, which formed the basis of Chapter 

Three, were not mentioned throughout this stage, and their transformation cannot,
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therefore, be properly examined. However, although the comedic success of the play 

was barely criticised, trends of humorous moments can be discerned from audience 

reaction by studying the documentation. Therefore, this section explores the translator’s 

linguistic role by placing the script in the semiotic process and determines whether the 

new draft, which was revised following the early readings, can now be deemed 

performable.

3.1 Narrative

The issue of narrative was only discovered to be problematic when representatives from 

the actual audience noted their confusion, but gave little reference to specific parts of the 

script. Notably, this concern was shared by the actors (Appendix Eight: 00.00), but 

ostensibly not by the audience. One source acknowledged in email feedback that, ‘[i]t 

was potentially easy to get lost in the intricacies and farcical twists in the tale, but the 

way in which the dialogue was made applicable to a modern and diverse audience from 

all backgrounds was fantastic’ (Williams 2011; Appendix Five: 355); it is possible, then, 

that rewriting the script in more naturally-occurring language following the early 

readings was responsible for this renewed audience complicity, but it does not explain 

the success of those elements that we saw were initially problematic, yet remained 

unchanged in the final draft. For the purpose of consistency, I will return only to the 

issue surrounding the absence of the son, Euthynicus, in the play and discuss the 

director’s tactics to harmonise the Roman and Northern Irish theatrical traditions.

As our analysis has shown, the absent son at the time of Plautus served to 

reinforce the fact that the narrative of Casina did not fall within the audience’s horizon 

of expectations in that it did not conform to theatrical norms, which in turn marked the 

innovative role of the wife. My first assumption was that the target audience would be 

unable to discern this negation, but would nonetheless accept that it was crucial in 

justifying the story-line; however, it was unforeseen that it would cause spectators to 

blend out in their confusion as to why he was mentioned but did not appear in the action, 

and this problem remained unresolved since it would potentially involve altering the 

interpretation underpinning the translation, a degree of mediation that proved impossible 

due to the timescale of the process. The director further noted that this issue also applied 

to Casina, a character that, unlike the son, would not have been expected on stage, as
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was usual in Roman comedy, but is not the norm today given that she is a major 

character in the plot. Therefore, in an effort to make their presence felt, the director 

included photographs of them on stage:

Figure Two: Images of Euthynicus and Casina

Nine chairs were set out on stage, seven for the actors and musician, and two were left 

empty, to signify at the beginning that the cast was still incomplete, with the above 

pictures stuck to them. At the relevant point in the prologue where the roles of the son 

and Casina were first mentioned, one of the actors flipped over the pictures and 

whispered that s/he wasn't there (Appendix Ten: 04.48; 05.20). By including pictures of 

celebrities (Brad Pitt and Angelina Jolie), who would evidently not be participating in 

the reading, and by stating at the beginning that the characters do not appear, but 

suggesting that they were supposed to, audience expectations are altered, although the 

original relevance of this omission is still ungraspable. It is clear that it was solely as a 

result of this visual sign, created by the director, that this part of the narrative satisfied 

the immediacy of performance. However, as the earlier section illustrated, the absence 

of the son no longer negates contemporary norms and is mostly irrelevant to the new 

character relationships and depiction of classes; therefore, some return to my original 

interpretation is still required in order to reassess my translation tactics.
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3.2 Hybridity and Tradition

T hroughout the discussion of hybridity in this thesis, the focus has centred primarily on 

tactics for bridging Roman and Northern Irish languages and cultures; theatrical tradition 

ittself has been categorised as a separate area of consideration. However, the oral process 

illlustrated the crucial nature of tradition as a component of hybridity, and its central role 

in each of the areas is traced throughout these chapters. The overview of the 

development of the Roman genre over the centuries in Chapter Two served to explore 

the current state of the Plautine tradition, the aliveness of the continuum of which I 

intend the translation to be a part, and to identify those areas of the source text that have 

proved popular and successful in translation. The discussion concluded that 

appropriating either the narrative or the characters created new complicity with the target 

audience and that linguistic comedy, such as puns and innuendo, remain a key source of 

humour in British entertainment. Furthermore, the translation analysis in Chapter Three 

referenced other varieties of comedy from which I drew inspiration to develop characters 

or to create impact on the audience. It was hoped that translating within aesthetic 

literary norms would inform the audience of the Plautine tradition, allowing spectators to 

connect with the ancient play, and, although I believed that the translation could 

potentially invoke such a reception, the rehearsal illustrated that the encoded translation, 

or perhaps the play’s inherent tradition, further influenced staging and acting.

A different sort of reference to another theatrical tradition was mentioned earlier 

when one participant of the early readings understood this translation as being somehow 

related to Owen McCafferty’s translation of Antigone, but a significant number of 

further connections were made which placed Casina at the very root of the comedy it 

inspired. Much of this referred to such shows and actors as the Carry On films, Frankie 

Howerd (Appendix Eight: 01.44), and Mel Brooks’ movies (Bragan^a 2011; Appendix 

Five: 352), evidently stemming from the Roman associations,1^7 but the array of

157 Although the Roman references were not directly mentioned in the audience feedback, the analysis of 
laughter, which is the focus of the final section of this chapter, illustrates that these insertions were 
successful (see, for example, Appendix Ten: 31.58, ‘doesn’t all the roads lead to if; 36.50, ‘a real hideous 
corpus’). Both of these instances take a standard English saying and manipulate it into the context of the 
dialogue; while the first is comedic because it places a saying, whose origin the spectators have probably 
not considered, back into the Roman culture, the second creates a sense of superiority in that the audience 
recognises a Latin phrase and understands the pun in the linguistic alteration. These instances of humour 
therefore mark the Roman references and place the play within the two cultures.
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traditions that were evoked in the audience feedback session are summed up by one 

spectator:

The work had a self reflexive quality which hinted at different styles of comedy 
with roots in the Roman - and I’m particularly thinking about Renaissance 
revivals through Commedia - but also the 20th century revivals of Commedia and 
the emphasis on the physical training of the performer in the (particularly) French 
tradition of actor training and the impact this has had on styles of performance. 
So there were moments when the production seemed to echo with different 
moments from the history of comedy, and I think that’s one of the reasons why 
people in the audience feedback session felt the need to compare it to other 
genres/styles/television programmes. One way of describing this might be to 
think of the translation as evoking a series of lenses, each of which magnified an 
impression until we seemed to be reconnected to a source of fairly primal comic 
energy - which we might romanticise as Roman, but probably mistakenly, as the 
Romans themselves were working within some kind of tradition. (Reynolds 
2011; Appendix Five: 354)

According to this spectator, then, the translation not only evoked various aspects of the 

Plautine tradition, but the tradition itself enabled the audience to travel back to the 

source by entering into the performance through the outer domesticated and familiar 

comedic style. The roots of our comedy are contextualised and laid bare in a manner not 

dissimilar to what happens to language. Although a profound analysis of how exactly 

the script influenced reception would of course be mostly speculative, we can be more or 

less certain, since collaborators drawn from the first participants, the actors and 

spectators of the final performance all alluded to other plays, playwrights and television 

shows, that the translation, at the very least, prompted an awareness in the spectators of 

the play’s situation in time, space and tradition, an awareness that, in turn, informed their 

perception and interpretation.

However, Reynolds’ feedback does not solely target the translation, but further 

pinpoints the role of the actors’ physicality in evoking the performance’s commedia 

style. While it is difficult to argue that the script necessitated this action, since it was 

primarily the result of the director’s preference to include movement and gesture in 

rehearsed readings, it is possible to suggest where the script, because of the intertext it 

inspired, moulded the physicality of the performance. The main detectable instance was 

in the prologue, which the director described as ‘the original stand-up’ due to the 

audience interaction (Appendix Eight: 03.08), a comedic technique I reinforced to
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transform the prologue into a compere act, as noted. Immediately after making this 

statement, the director, having previously advised the character playing this part to treat 

this scene as a stand-up routine, then asked him to shake hands with some of the 

audience members, a device that was further implemented in the first appearance of 

Pardalisca. By relocating action off-stage, the actor worked with the script to break 

down the fourth wall between the audience, creating a space where spectators were part 

of the performance and subsequently adding that ‘fear’ of being singled out that many 

people experience during stand-up comedy. Therefore, while the actor was in control of 

the exact phy sical signs, the dialogue of the script between character and audience, and 

its flexibility, which allowed the actor to interrupt the narrative to move into the 

audience, directly influenced the semiotic process. Although the elements of tradition 

and hybridity necessarily inflect the other areas of translation that this research is tracing, 

we can tentatively suggest that the tactics used to achieve this strategy, including Roman 

references and writing within contemporary genres, are successful, and that this area
I SRmakes a significant contribution to the overall performability of the script.

3.3 Character and dialogue

Following on from the issue encountered in the earlier readings, where the upper-class 

women did not resonate with participants, the audience discussion revealed that the 

writing of a more angled stage language (as opposed to dull normalised speech) in the 

new draft did not entirely resolve the fundamental problem; furthermore, the slave 

characters, who were previously deemed successful, did not fully meet the performable 

criteria established for them. Reviews of the characters were ambiguous; some 

spectators believed that the modern versions of the stock characters were captured well

158 Furthermore, music, which I wanted to keep alive in translation since it was a key constituent of 
Plautus’ performances, was exploited as a tactic of hybridity. While the musicality of the script was partly 
organised by myself and partly by the director, it should be noted that this is not usually a concern for the 
translator and is not therefore one of the translator’s roles. Nevertheless, the effect that the music created 
in the perfonnance cannot be ignored. As 1 discussed in the previous chapter, I had initially intended to 
use a harp and flute to represent hybrid instruments, and music that was specifically chosen to take the 
audience on a journey back in time, from modern-day Ireland, to the Middle Ages, through to ancient 
Rome. This was not possible, but 1 was able to secure a musician who plays the bouzouki, a Greek- 
instrument in the lute family which also has an Irish form, and find a song that had a Middle Ages feel; 
both the instrument and song became hybrid versions of the original idea itself. It was the director, 
however, who decided where the music could be used to set the scene, for comedic effect, to underscore 
tension, and to signify a scene break (Appendix Nine: 00.00, 12.04, 26.50 and 20.00 respectively).
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(Appendix Ten: 06.05) and that they were recognisable, with one spectator comparing 

them to the characters of Little Britain (06.43); others maintained that they lacked the 

depth that is central to building stage-characters - although this view would surely have 

been mitigated by a full production (04.50). There are three factors that could, therefore, 

underlie this feedback, the first being that the translation has not encoded three- 

dimensional characters, secondly, that the actors, given the reduced signs and restricted 

rehearsal time, were not able to evoke the characters developed in the script, or, finally, 

that the characters only connected with spectators from Northern Ireland. On this third 

potential factor, it is crucial to note that one spectator, who was not part of the target 

Irish audience, offered one example of this, stating that there was room to further exploit 

the master-slave role reversal. My translation tactic for this particular strand had been to 

associate the lower-class with the country character and antisocial youths of Belfast, to 

give a voice to and provide a stage presence for those considered to be our own lower- 

class citizens. Since no other spectator commented on this social inversion, it is 

impossible to determine whether there was a cultural barrier or whether the tactic is 

flawed. However, by studying whether the actors developed the characters in line with 

how I attempted to encode them, it becomes clear that not only was there a large degree 

of actor-author complicity, but that an analysis of documentation can eliminate signs in 

order to reveal potentially problematic roots.

Chapters Two and Three articulated my interpretation of the characters and how I 

attempted to develop them as new stock characters in translation, clear objectives that 

shaped language choice and character relationships. However, can we determine the 

extent to which writing influences the verbal and gestural signs?:

Theatre writing contains triggers for the actors who are the primary authors of the 
performance, and these triggers assist them in their work of creating the 
characters and the meaningful spatial relations and bodily behaviours that will 
articulate emotions and ideas and tell a particular story. Contrary to the beliefs of 
some playwrights and literary critics, the story and characters are not already 
present in the playwright’s words, but have to be constructed with those words 
and other things by the actors and by the mise en scene, for the same words can 
tell many different stories in the theatre. (McAuley 1995: 109-10)

Essentially, according to McAuley, the script does not have an encoded gestic text, in 

that it does not determine specific staging requirements, and, although language triggers
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decisions concerning character development, these codes are not necessarily included by 

the writer, but will be given different meanings and stage articulations according to how 

the actor or director reads them. However, an analysis of the rehearsal period in three 

particular scenes still suggests that the written word retains an important role in 

developing on-stage characters.

The lack of character depth could of course be the result of how the actors, rather 

than the script itself, continued to develop the characters, but, by illustrating how they 

decoded the language, we can discover the diversity of meanings language carries, and 

the crucial role of the translator in carefully constructing the dialogue. The first 

presentation of the relationship between Cleostrata and Myrrhina, the first of two scenes 

that illustrates the cohesion between script and performance, is captured, without 

dialogue, in Figure Three where Cleostrata’s back is turned on Myrrhina with her head 

tilted back, suggesting an air of superiority.

Figure Three: Myrrhina and Cleostrata

The staging, even within the limited frame of the rehearsed reading, was conceived by 

the director as a tactic to portray Cleostrata as the centre of the action and Myrrhina as 

the subservient friend; in performance Cleostrata senses Myrrhina's presence, speaking 

to her before she turns round; the good Roman matrona acted 'into' Cleostrata, whereas 

the latter acted out to the audience, illustrating her power in the performance (Appendix
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Eight: 04.12).lr’4 The second scene involves Lysidamus and Pardalisca. In this scene, 

where Pardalisca informs Lysidamus that Casina is inside waiting to stab him, she works 

within the pretence that she was terrified and dropped to her knees, begging her master 

to help her (Figure Four below).

Figure Four: Lysidamus and Pardalisca

By going down to the level of her master’s groin, the director intended to show that 

Pardalisca is sexually torturing him (Appendix Eight: 09.19), working with the lines 

'Master, help me! [...] Cover my wee ears. [...] I’m so scared my tongue’s slipping all 

round my mouth’ (Appendix 4a: 335). Here she is the damsel in distress, before

159 The director further alluded to the television series Mrs. Brown’s Boys in which the main actor,
Brendan O’Carroll, plays the part of a mother, and which includes her best friend and next-door neighbour 
who is more quiet and reserved. This particular actor is like the head of the troupe, and always takes 
centre stage, overpowering the other characters, and while the friend does not embody the archetypal good 
wife like Myrrhina, she is frequently on the receiving end of Mrs. Brown’s mockery. The idea of the 
dominant woman who confides in her friend or neighbour has remained a stock theme, and while it is 
present in other comedies and scenarios, the director’s reception of Casina was likely influenced by the 
fact he had this particular one in mind. What is important to note, however, is that the translation tactics 
used to develop Plautus’ stock characters resonate with spectators today and demonstrates that the comedy 
has remained within the Plautine tradition.
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revealing her trickery, thereby reinforcing her in the audience’s perception as the 

flirtatious character that she was in the Roman original, and remains in the translation. 

What these movements and gestures illustrate is that the actions suggested by the 

director are directly linked to the characters I attempted to encode in the translation. Of 

course the actors imbue their own meaning into their development and they take the 

characters to an entirely new dimension, but, in these cases, the rehearsal discussion 

demonstrates that it is possible for the translator to strategically make choices between 

more or less effective linguistic triggers.

However, returning to the issue of the master-slave role reversal, it is hard to 

know why the spectator made the criticism that there was more potential to exploit this, 

but a related incident during the rehearsal does reinforce the perception In the climactic 

scene of Olympic and Lysidamus’ role reversal (Appendix 4a: 338 ff.), the script 

includes stage directions for both characters to switch accents to highlight that the master 

adopts a country, or lower-class, status and the slave an upper-class one, directions 

which were successfully acted in the final performance (Appendix Nine: 29.35 ff). We 

can see in Figure Five below that Lysidamus (on the left) further drops to his knees to 

represent his subservience, coupled with his verbal tone as he utters the dialogue through 

clenched teeth, implying that he is forcing himself to play this role because it is the only 

way to secure his slave’s help; Olympic speaks with an almost upper-class English 

accent, standing over his master and grandly gesturing with his hand.160

160 The notion that certain gestures are employed by actors to evoke character, situation, class or emotion 
goes back to ancient theatre itself: ‘All scholars would agree on the importance of gestures to the Roman 
actor. The fact that he had to project his voice over the length and breadth of an auditorium in a theatre 
which was vast in size and was in the open air, meant that he could not indicate the age, sex, class or mood 
of the character he was portraying by any modulation of speech. In fact, he declaimed his words and did 
so, moreover, to the accompaniment of a flute. Nor could he use facial expressions to reveal feelings or 
moods, since his face was hidden behind a mask. This meant that he had to depend to a very considerable 
extend on gestures’ (Dodwell 2000: 1). The fact that the success of Roman theatre was so dependent on 
movement and gesture meant that stock or familiar gestures were necessary to convey narrative and action, 
and Dodwell’s research illustrates a vast array of gesture, many familiar to us today, that was like a type of 
sign-language for the audience. While acoustics are of course less problematic today, actors still use 
natural body language to create a sense of reality, or, in this case, a familiar pose that complements a mock 
style of theatre that is unnatural, but reinforces the effect the scene is attempting to create. Consciously or 
otherwise, contemporary audiences, like ancient ones, are sensitive to the intertextuality that gesture can 
create.



181

Figure Five: Lysidamus and Olympic

The actors’ signs perfectly complement the effect I had envisaged in the 

translation; in this scene, it is aurally and visually clear that master and slave have 

switched roles, but the audience is still free to develop a multitude of interpretations. 

However, this is not how the director initially asked the actors to play this scene, an 

interpretation that would have significantly refocused the narrative. Although it was 

assumed in the rehearsal that the characters switched roles, there was some discussion 

over the meaning of the action, and the actor playing Olympic questioned the purpose of 

the role reversal. The director responded that it was a stock routine and asked the 

character playing Lysidamus to force his slave to play the part, resulting in a scene that 

gave Lysidamus back his power by creating a sexually-charged atmosphere in which the 

master re-subverted the relationship and turned it into a sexual fantasy (Appendix Eight: 

12.15). In actuality, it is probable that this interpretation was influenced by the sexual 

innuendo encoded in Lysidamus' line, '[y]ou’re not going to whip me are you master?’ 

(Appendix 4a: 338), but this is not the central message of the scene, and it dissipates the 

functional impact of the one scene in which Olympic does fulfil his stock role.

What can be more firmly established from these studies into the various signs 

that create character is that the actors did base their movement and gesture on linguistic 

codes in the script, and, since they did not decipher the master-slave relationship as I had 

envisaged, we can assume that there remains a lack of clarity within the dialogue.
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However, given that other audience feedback mentioned that there was little depth to the 

play, it is possible that none of the characters are entirely performable within the horizon 

cf expectations of spectators for whom psychological motivation and hidden agendas are 

the stuff of character depth, even though the actors developed them in a similar way to 

the script. Since, as is to be expected, there was no solid evidence from spectators or 

actors to determine the exact nature of the problem, I returned to Chapter Two, where I 

had detailed my interpretation of the original play, and Chapter Three, which discussed 

the tactics implemented in translation, in order to re-trace the translation process and to 

explore possible reasons as to why, in some perceptions at least, the target text does not 

include real and convincing characters. The answer, of course, lies at least partially in 

tie standards of believability that are in force between Roman and contemporary 

audiences. This method reveals that the most probable cause for this criticism once 

again brings us back to the problematics of translating stock characters and narrative, a 

central issue that has recurred throughout all the stages of the performance process. To 

return to my interpretation, I argued that Cleostrata and Myrrhina were essentially the 

embodiment of one character, an internal monologue that represented desire, social duty 

aid conformance to the stock image of the nagging wife, and this juxtaposition and 

tension created for the audience one very real three-dimensional character. Essentially, I 

agued that the women had more layers than any other character in Roman comedy. 

These characters were successful because they transgressed the audience’s horizon of 

expectations, whereas the master-slave inversions conformed to the popular theme at the 

tme. Therefore, the performable characters in Plautus’ script relied on the audience’s 

knowledge of contemporary class structures and literary norms to find comedy in the 

incongruency of the performance.

Moving, then, to the verbal translation choices I made, my tactic was to work 

vithin new literary norms and alter the class inversion, which, instead of masters, slaves 

aid wives, became the upper- and ostensible lower-classes. We can state at the outset 

that these groups perhaps do not create equivalent connotations with the Roman 

ounterparts, meaning that inversions are more difficult to define and have less impact 

01 the spectator. With a markedly much less strictly observed social hierarchy in 

borthern Ireland, the narrative of this play, if using the characters I portrayed, is no 

longer subversive. In relation to the female characters, it is possible that, in the effort to
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create recognisable characters both before and after the early readings, I lost sight of the 

three-dimensionality that can be interpreted from Plautus’ script. These characters were, 

in the end, evocative of our own stock characters today, but only on the surface; their 

internal battle for equal rights against the male characters who silence them or dominate 

them sexually or with power, cannot resonate to the same degree with women today, nor 

will male spectators cathartically experience fear from the possibility of women gaining 

power. In other words, by using audience feedback as the basis of rehearsal and 

performance analysis, we can determine that while my translation has succeeded in 

developing new stock characters, it has not encoded the interpretation by connecting it 

with my own society, and although the actors played what was in the script, there were 

few layers for them to act. Despite attempting to develop the characters by writing more 

naturally-occurring and aesthetic dialogue, the issue of translating stock characters has 

not yet been resolved and it is now necessary to not only review translation tactics, but to 

consider other ways of relating the interpretation to my own society and reassess the 
script as a whole.

3.4 Comedy

Although this final translation concern has also been traced throughout the entire 

production process, it was only through the performance that I could with any degree of 

certainty determine the comedic success in the context of the performance when I could 

use video documentation to review a collective audience response. There appears to be 

widespread agreement that the objective was successfully met and the comedy of the 

script was performable (Appendix Six: 11.17; Appendix Ten: 00.40, 01.59; Reynolds 

2011), but this does not reveal why it was humorous, or which sign(s) created the 

comedy, so that we cannot definitively state whether the comedy of the script was 

intrinsically performable, or whether it served merely as a pretext for the actors’ 

movement and gesture. To offer an answer to this, I listed every moment in the 

performance where laughter can be heard and separated the majority of them into four 

categories according to identifiable trends; these categories are sexual humour, audience 

interaction, colloquialisms and character stereotypes. While this study will be brief, as I 

only intend to illustrate the cohesion between actor and script, these trends reveal that 

there is comedy in the writing itself, with all four categories being part of my comedic 

tactics, but also acknowledging that the comedic effect is very much reinforced by the
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other audio-visual signs. In the final analysis, the analysis detects a symbiotic 

relationship between script and performance, so that a more appropriate metaphor for the 

script, rather than pretext, is one we have already used - blueprint, or scaffold.

The humour of stereotypical characterisation and colloquialisms, including 

sayings related to Rome and Latin terms used in English, has already been discussed in 

this chapter, and audience reaction confirms that this worked in performance. However, 

it is in the other two categories where we can discern a fuller collaboration between actor 

and script. As expected, following the discussion in Chapter Two on the current 

popularity of innuendo in Roman-inspired comedy such as Up Pompeii, the sexual 

humour that I had multiplied in translation constituted one of the largest sources of 

laughter for the audience, and analysis of the performance shows that the actors 

recognised each instance in the script and that the joke inspired a mostly ‘suggestive’ 

facial expression. Figure Six below shows Olympic's face after he told Chalinus he 

would leave once he has taken ‘Casina up the aisle’, just before he continues with, ‘and 

marry her too’ (Appendix Nine: 08.59); Figure Seven occurs during a similar joke, when 

Olympic complains, T can't wait to get something hot inside me’, and Lysidamus 

counters with, ‘what about the food?’ (Appendix Nine: 29.28). On both occasions we 

can see that the double entendres came accompanied by a slight smirk and raised 

eyebrows, typical and instantly recognisable action that accompanies sexual innuendo 

and that establishes instant audience rapport.

Figure Six: Olympio Figure Seven: Lysidamus

This notion of breaking the fourth wall, rooted in the dynamic interaction of commedia, 

was a key trend in the comedic moments; audience interaction was either written into the 

script, where characters spoke directly to spectators, or was created by actors, following 

the lead of the script, such as in the instance above, or when the character improvised, 

after stating in the prologue, ‘since a master can sleep with a slave girl or man’, by
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approaching a man in the audience (Appendix Nine: 05.57), or when Pardalisca asked a 

member of the audience to call her when she introduced herself in her opening scene 

(10.09). This actor-audience complicity serves to reinforce the stand-up routine that lies 

at the heart of the entire performance, and is fully dependent on the actor developing and 

extending the language of the script through visual signs. However, the potential for 

comedy was already encoded in the script, as was illustrated during the early readings 

where there was little attempt to act the dialogue.

It is impossible to discuss every element of the process that created the final 

performance, and this chapter has focused on those moments that we can assume to 

reflect real issues. There is of course the danger of allowing one isolated opinion to 

drive decisions, but what has been recorded in this thesis is most likely reflective of a 

groundswell. This analysis is the result of studying various rehearsals, meetings, 

feedback sessions and the performance, but issues raised were considered at a level of 

the entire process, not simply in isolated units; in order to trace problematics and find 

their root, it has been fruitful to concentrate on areas that were discussed at more than 

one stage, consider alterations I made to the translation, and assess whether the new or 

amended dramaturgical decisions were successful. By asking volunteers to read the 

script and offer feedback, many issues were detected before the day of the rehearsed 

reading, leaving time to redraft a more concise translation, and allowing actors to focus 

more profoundly on creating a performance from the language. This process led to the 

rehearsed reading, a performance with a necessarily contracted semiotic web, but which 

nonetheless provided the opportunity to determine how signs collaborate and coalesce to 

create audience experience. It became apparent that the vital role of the translator, after 

establishing an interpretation and stating the translation objective and strategies, is to 

encode the script with language that has the potential to trigger how an actor plays the 

character or scene, and the documentation has indicated strongly that language can have 

a prominent impact on the mise en scene. By comparing how actors develop characters 

in line with, and against the grain of, my own verbal tactics, I could determine 

problematic areas and ascertain where the translation may have been crucially flawed. 

While the translation of comedy and the act of situating the translation in a hybrid 

culture and narrative were successful in performance and satisfied their objective, the 

issue remained one of stock characters and narrative, where there is scope now for
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finding solutions to the conundrum of how we render the plot and characters relevant for 

this particular target audience. The conclusion must be that these two areas retain 

elements that are difficult to perform, which in turn problematises the translation as a 

whole. In other words, actors present the audience with an audio-visual performance 

that brings the script to life, but the basis of the performance is in the script, and if the 

translator fails to consider the potential future performance and implied spectator, the 

actor, no matter how professional or experienced, cannot create a play that will work 

well on stage. While I could not fully explore the role of the translator as dramaturg in 

the rehearsal, the translator’s dramaturgical role in the translation process is crucial. 

What's more, in the translator’s own evaluation, the script can be deemed unperformable 

if it does not meet the objectives set out in the early stages of the process, and, 

consequently, performable if the theory-in-use matches the theory-in-action. Finally, we 

must remember that the script is only one part of the semiotic process, but, through the 

rehearsed reading, it is possible to break down the current flowing between the signs and 

discern where the verbal and non-verbal elements work together to create these signs.
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Conclusion

1. Research questions and problematics

The initial catalyst for this research was the pedagogical aspiration to complement recent 

attempts to revive the Classics among school students and the current ostensible lack of 

theatrical success of Plautine plays. Recent translations of Roman comedy have been 

relatively unsuccessful in reaching mainstream stages, yet translations by Shakespeare 

and Moliere have reached canonical status. Although the scope of this research does not 

allow for an exploration of these modern translations, it can be tentatively concluded that 

they are ‘unperformable’. Furthermore, an assessment of other critically-acclaimed 

translations of ancient plays, namely Greek tragedies, suggests that the Roman theatre 

has little purchase for a target audience situated in a specific socio-political context. 

Plautus’ works appear to be dislocated from the growing conversation between the 

Classics and translation studies, a dialogue that is an essential response to the threat that 

classical subjects are currently facing. This particular research interest was thus 

refocused to explore methods of rendering Roman comedy translations performable for 

mainstream audiences.

However, the primary research question, that of exploring the role of the theatre 

translator was problematised by this undefined and seemingly indefinable concept of 

performability. What constitutes a performable translation and who subjectively decides 

whether the translation has met these criteria? In spite of this disconnect, the field is 

currently in the ‘dramaturgical turn’, and scholars are less concerned with attempting to 

define performability than exploring the various tactics that are available to the translator 

when dealing with the individual play for a specific theatre event. While this research 

demonstrates and promotes the creative input of the translator, and practically illustrates 

the unlimited potentials in performance of the source text in translation, the field cannot 

progress theoretically until issues concerning the translator’s relationship with the 

performance process are resolved, and until it is shown that the translator’s role is not 

simply limited to linguistic and cultural transfer or appropriation, but extends to notions 

of theatricality and the future mise en scene.
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The prime difficulty of declaring a translation to be performable stems from the 

fact that the script is only one component of a complex semiotic network created by a 

myriad of authors, each with a unique interpretation. It is therefore impossible to state 

with certainty the exact relationship between one sign and another, the strength of the 

current between them, and the proportion of influence and effect of one individual sign. 

In theatre, the possibilities are infinite and each collaborator and recipient will approach 

the performance with their individual interpretants creating very different notions of 

what is performable. The core of the performability issue, then, is that, even if we can 

somehow deem a play to be undeniably performable, we cannot uncategorically declare 

that the script has some encoded performance text because other signs may render the 

translation performable in one context but not another. Theatre-making, after all, is not 

an exact science, and wonderful scripts frequently fall flat. Research in performance 

semiotics, by Ubersfeld and others, is limited to an examination of the ephemerality of 

individual performances since signs can create numerous effects when immersed with 

other signs, and there exists no comprehensive methodology for the sort of semiotic 

analysis with which to undertake such research. In other words, current research 

suggests that we cannot declare a script to be performable because it only becomes 

performable with and by the other signs that are in themselves contingent, and we cannot 

establish the relationship between signs because such a relationship is subjective and 

constantly changing. The translator’s documentation of translation tactics and strategies 

illustrates the creative engagement of the translator and the potential of words to be open 

to many interpretations. However, such documentation does not necessarily demonstrate 

the success of the dramaturgical engagement of the translator because it does not prove 

the role of the script and its tactics in performance.

According to Barthes’ concept of the death of the author and Steiner’s 

hermeneutic motion, although the translator breaks the chain with the original author by 

applying an interpretation that is rooted in his/her position in a specific time and place, 

s/he is subject to this same fate. While the new author or spectator might attempt to 

locate meaning in the text, a recreation of this supposed ‘meaning’ is unethical and 

futile, and the translator ultimately haunts the performance as a simulacrum of intangible 

and faded intentions. Therefore, in order to discern the dramaturgical role of the 

translator in the semiotic web, a complex and fluid structure that moves in every



189

direction through space and time as other authors develop interpretations that shift and 

refocus through continuing conversation with the text, it becomes necessary to establish 

and assess certain invariables that remain steadfast at the core of the swirling 

performance process. Only by isolating the relationship of these invariables with the 

other signs can we begin to determine where exactly the role of the theatre translator 

impacts on the mise en scene and, subsequently, whether the translator has, in reality, a 

dramaturgical role that has the potential to create a performable script.

2. Methodology

The idea of invariables thus becomes the central concern of this documentation, although 

the choice of invariables is in itself problematic. In order to conduct linear and cohesive 

research on a practical process, target areas, although they can be modified and refined, 

cannot be created in later stages when the translator’s interpretations will inevitably have 

shifted and developed from the perspective of another time and place. Therefore, the 

first invariable necessarily becomes that of the author who engages with every stage of 

the process and places early intentions at the heart of the research. In this way, the 

translator is in a unique position to have insight into his or her own personal thoughts, 

translation tactics and intended effects, as well as some awareness of how the work of 

other authors correlates with that of the writer. As the translator of Casina, I could 

document the various stages of the hermeneutic motion, followed by the performance 

process, creating distinct paths of study that could be traced back and forth to locate 

signposts that I myself placed to redirect or modify the path. Essentially, since decisions 

were re-assessed at each signpost in order to gauge their success, it was possible to 

determine at which stage a certain strand of the script was successful or unsuccessful and 

to then consider which tactic led to this effect, or lack of it.

The textual invariables derived, in the first instance at least, from theories of 

theatre translation studies that are considered key to creating a performance, but also 

from elements of the original text that shaped my interpretation, one that is rooted in 

unique interpretants, in this case reader-response theory, other interpretations and my 

own place among current theatrical, social and cultural traditions. This interpretation 

argues that the play subversively allows (real) women to overpower (stock) men in a
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psychological war by employing real, and masculine, military and social tactics of ranks, 

and an element of guerrilla warfare by embodying different stock characters in front of 

the men, thus offering a voice to the dominated silenced groups of Roman society. 

Crucial areas of study began to emerge, and, by categorising the interpretation within 

theories of theatre translation theory, the strategic strands of hybridity, character, 

dialogue and comedy emerged as those areas that, if successfully recreated for a new 

audience, would have major potential to create a performable translation in the same way 

that Plautus’ frameworks have proved successful over the centuries.

Various tactics were therefore applied to the translation and re-assessed in an 

attempt to produce a script whose language, characters and narrative resonated with 

spectators and to create affective and cognitive passageways for the new audience to 

travel back to the source culture. However, there can be no guarantee that an application 

of translation theory to creative practice, or that attempts to make the future mise en 

scene possible, will render the script performable, and it is only when words are 

reconnected with orality, gesture and other signs that language becomes alive to its many 

possibilities, when the new authors break away from any notion of faithfulness to the 

writer and concentrate on imbuing the performance with their own interpretations. The 

invariables were therefore analysed in relation to their development through various 

readings and rehearsals, firstly with non-actors to question the success of the specific 

areas and gather feedback from representatives of the actual spectator, and then the 

professional actors’ rehearsal where I observed staging and acting decisions that were 

made, enabling a comparison with the intended effect of my own strategies. Finally, the 

post-performance discussion with the audience was used to request specific feedback on 

the crucial research areas. Each piece of feedback offered allowed me to trace that 

particular area through all of the stages, search for trends in criticism and draw some 

conclusions on which stage of, or decision within, the process may have been 

responsible for the fracture in audience complicity.

3. Findings

Chapter Four illustrated that the principal argument against performability is redundant. 

Although the script cannot be separated from the performance and from the other signs,
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it does not mean that the translator ceases to be an author of the performance or that 

writing a script for performance is solely a case of recreating deictic units. The applied 

methodology demonstrates that the use of the rehearsed reading and other readings 

vastly simplifies the semiotic process and allows the researcher to focus directly on the 

language in its audio-visual state without the complex web of technical signs. Without 

having to consider the function of costume, make-up or lighting on the performance, it is 

possible to analyse a specific moment by isolating each sign to determine its input into 

the performance effect and its influence on the target areas of study. What can be 

established from this research is that the translation of Casina in Appendix 4a is 

unperformable in its current state. But this does not mean that extended process and 

evaluation, based on the methods laid out in this thesis, is incapable of allowing the 

translator to encode the conditions of the performable into his or her translation.

By tracing areas of the script through various stages, certain objectives may 

indeed be seen to have been met, and a number of key areas may be considered to have 

contributed to making the play at least partially performable. On the one hand, we saw 

that the translation met its comedic objective from the outset; by the same token, the 

hybrid dimension was acknowledged, meaning it was clear the script was working 

between two cultures, although quite why confused some. Nevertheless, the notion of 

the passageway between the source and target was reinforced by including more Latinate 

or Roman-influenced sayings to indicate that spectators are able to question their own 

culture from the perspective of the ‘Other’, a tactic that appears to have been successful. 

Furthermore, it seems that the method of applying this tradition’s tactics and strategies 

locates the play in a particular time and place and exploits such intertextuality in order to 

shape audience reception and reaction. However, the areas that included stock narrative 

and characters were consistently problematic at every stage, although at least this issue 

of confused plotting appeared to have been clarified for the final audience since this 

issue was never raised. We can therefore conclude that the characters retain elements 

that are unperformable, in great part perhaps because of shifting spectator expectations, 

but that the narrative, illustrated and sustained by the actors’ work, is successful in 

performance.

The method of documenting the process at specific points allowed me to discern 

where the script influenced the performance and who the other authors were. Research
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shows that the objectives I intended to encode frequently correlated with the actors’ 

cecisions, as they chose gesture and movement to create a particular effect; it would be 

ra'ive to assume that by extension, on every occasion where intentions conflicted, the 

script is flawed. But certain general trends emerged: the fact that the stock narrative 

psed problems at every stage suggests that the translation tactics were insufficient to 

tansform the original narrative, which was based on social hierarchies and the original 

cudience’s horizon of expectations of theatrical norms, into one that resonated with my 

cwn society. The director and actors’ staging temporarily resolved narrative issues, and, 

h these cases, they made them performable, but this is an aspect of the project that 

requires further attention.

This research has necessarily worked within the ephemeral scope of theatre. Yet 

tie analytical methodology allows for a profound study of performance due to its all- 

encompassing nature. We can state that a script can undoubtedly be made performable 

tirough conscious intention on the part of the translator, and, although the elements that 

constitute performability are fluid, we can return to the concept of skopos to attempt to 

theorise this notion; we can provisionally declare the translation performable if it meets 

every objective that has been pre-determined by the translator, or by the other 

cillaborators, therefore rendering the script fit for purpose. Every spectator will watch 

the performance, or read the script, with different interpretants, and various 

interpretations will be formed which are beyond the control of the translator. However, 

unlike new or un-translated plays, a translated text is written for a specific performance, 

and the translator is one of the authors who influence the final performance. In this 

conception, the translator is a dramaturg who concentrates on ensuring that the script is 

ready for performance, thereby requiring the translator to focus on one performance in a 

g:ven time and which will inevitably, desirably, have a short shelf-life. Within the 

knowledge that the translated script influences the other signs and that current translation 

theories are successful strategies in practice, we can begin to expand on Steiner’s model 

of translation in the hermeneutic motion to create one that encompasses theatre 

translation; this can be achieved by combining it with Argyris and Schon’s model, as 

il ustrated below.
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Figure Eight: The role of the theatre translator

Performance

Tactics assessedTactics

Source text

Strategies

Interpretation

This model, as in Steiner’s, begins with an interpretation of a text, developed as it is by 

the translator’s interpretants, which are rooted in pre-knowledge and his or her framed 

existence in this world. From this interpretation, broad areas are established which the 

translator believes can communicate this interpretation, so that these become the 

strategies of translation which are the girders of the entire process. Subsequently, 

dramaturgical tactics are chosen which are relevant to the implied spectator and which 

have the potential to create a particular effect. These tactics are then assessed by the 

actual spectator, and this can include feedback from peers, actors or audience. If an 

early rehearsed reading of any sort is not possible, the assessment will take place during 

rehearsals for the final performance. By isolating the areas that are unperformable, the 

translator retraces the dramaturgical decisions documented at every stage in the process 

in order to determine where performability has been compromised, and this may well 

involve a detailed return to the source text. Finally, after the rehearsal period where the 

script and other signs are cohesively developed and altered, the text enters the full 

semiotic web in the performance. In the wake of that, the process ends and leaves the 

source text open to new possibilities and interpretations; and yet the performance itself is 

now part of the play’s tradition and its aura, as Benjamin reminds us, has forever 

transformed the source text, at least in the imagination and experience of some 

spectators. In the end that is what theatre does. The translated text’s performability is 

secured when every strategy and tactic has been successfully and cohesively
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implemented, and when the text is finally placed in the wider semiotic process. The 

mise en scene is developed from triggers found in the script, triggers that have been 

tactically encoded throughout the translation process.

4. Further research

While this methodology has proved fruitful for the purposes of this research, and while 

the model represented schematically above offers a comprehensive outline of the role of 

the dramaturgical theatre translator in creating a performable script, this study has taken 

place on a relatively small scale and is based on highly enlightening, yet subtle, 

problematics of translation and performance. Financial and temporal constraints 

eliminated the possibility of exploring the role of the translator in the performance 

process, but the research focused on how this process illustrated the translator’s 

dramaturgical role in the writing stages. Furthermore, while it proved impossible to 

question the director and actors on their choice of tactics that created the mise en scene, 

the complex methodology of isolating specific areas and cross-referencing feedback at 

various stages with other criticism and against my own initial intentions offered 

substantial evidence for unperformable elements that was grounded in the interpretations 

of other collaborators and the actual spectator rather than simply speculation surrounding 

the implied spectator. Nevertheless, such a process and methodology cannot be 

considered in itself comprehensive proof of the role of the theatre translator without 

similar studies that will perhaps correlate to, or contradict, the findings of this research.

Since it has been shown that the translated script must facilitate the future mise 

en scene and that it has a direct bearing on the final performance, and since it has been 

illustrated that it is possible to develop entirely valid strategies for performability, it is 

hoped that this research will now act as a practical model for theatre translators to 

articulate and assess their own translation strategies and tactics in an effort to encode 

their interpretation and transformation of the source text into the target text. However, 

there is much room for further similar research on theatre and translation praxis to be 

carried out both on small and large scales to defend or refine this methodology and 

model. Before extending such research to include the entire semiotic system to explore 

how the language feeds into the other audio-visual and technical signs, it is necessary to
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continue to theorise the potential of the rehearsed reading, or indeed amateur readings, as 

a space for analysing linguistic sign relationships and identifying how the translator’s 

encoded written language triggers decisions of orality. With theatre translation studies 

now situated within the dramaturgical turn, such studies can fill in the disconnect left by 

the concept of performability and allow researchers to focus on the specific 

dramaturgical strategies and tactics employed by the translator to reinforce the necessary 

creative input of writing for performance.

Finally, at a time when it is more crucial than ever for classicists to reconnect 

such a traditional field with mainstream audiences in response to cuts and shifts of 

fashion in the academy, it is hoped that this research will not only strengthen the bridge 

that is being constructed between the Classics and translation, so that those working in 

classical performance reception can consolidate and expand arguments for the 

transformative potential of ancient drama from the perspective of performance and 

translation theories, but also so that classicists can begin to explore and deepen their role 

as cultural communicators, which, in translation practice, necessarily implies a 

refinement of creative writing skills in order to produce what our shorthand has termed 

the ‘ethical’ translation, one that brings the dead back to life in the experience of the 

living. Translation consciously and unapologetically transforms the past and shapes the 

future. The dramaturgical consciousness of the theatre translator sits at the heart of this 

transformation, simultaneously combining historical and theatrical awareness to give a 

play an afterlife that is haunted by continua of traditions and cultures. The theatre 

translator is an author of one performance, and this role is integral to, not separate from, 

the process of theatre-making. According to Barthes, the author dies when their work is 

received and excavated by the actual reader or spectator; in the case of the theatre 

translator, this death occurs when the performance is presented to the audience, not when 

the final word of the script has been written.
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Casina: Draft One
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Cas in a

Characters

Olympio - a country slave of Lysidamus 

Chalinus - a city slave of Lysidamus 

Cleostrata - the wife of Lysidamus 

Pardalisca - her maid 

Myrrhina - the wife of Alcesimus 

Lysidamus - an old Athenian man 

Alcesimus - his friend 

A Cook

Prologue Salvete most frightful plebs, most faithless people, and fiends of Fides. I 
am your Prologue for the evening. Come on, give me the welcome 1 
deserve.

Waits for applause

How sophisticated you all are tonight, coming to watch an ancient 
Roman comedy. You can cut the act, though; the cast is paid well enough 
for that. But if you’re a lover of the Roman tongue - not like that Madam 
{indicating someone in the audience), it isn’t that sort of play ... yet - then 
this is the comedy for you. Nothing like these new-fangled shows where 
the comedian merely insults a pitiful audience like yourselves.

The pensioners among you were no doubt first in line to see the 
original, so I hope this version doesn’t disappoint. The youngsters aren’t 
as familiar with the infamy of Plautus, but there’s not much to know, so 
you’ll soon catch up. Back in the day this play was the best of its kind, 
performed in an era of the mightiest poets. And worm-food though they 
may be, their spirits still speak to us all.

Now forget your cares and scandalous expenses, for the play has 
begun, and even the tax man is here for fun. The streets are silent, since 
all the hallions are here, and the bankers are locked up draining your 
accounts. Now if there’s nothing between your ears let me fill the void,
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and I’ll give this play a title. Pilfering Plautus picked a Greek production 
and called it Sortientes, The Lot-Drawers in English. The translator took 
Plautus’ cue, butchered the Latin, and called it Casina.

A married old man lives in this house here {pointing to Lysidamus ’ 
house) with his son, slave and nagging wife. Sixteen years ago, this slave 
saw a baby girl being abandoned in the gutter. He grabbed the girl and 
ran home and begged his mistress to raise her and care for her. The 
mistress did indeed look after her like her own.

When the young girl grew up and developed massive powers of 
attraction, the old man there fell in lust with her, as did his son. Both 
sides were getting ready to pounce on their prey, both ignorant of the 
other. Daddy told his country slave to ask for her hand, hoping that he 
can lend his own. Like father like son, the boy had asked his slave to do 
the same. But the eagle-eyed wife discovered her husband’s intended 
torrid affair and sided with her son. The loving father found out about his 
hindering son and sent him off out of his way. But the wife is still there. 
You’ll not get to meet the son today; the company’s too cheap to pay 
another actor, so the show must go on without him.

Now I hear what you’re saying. “What’s this? Slaves can marry? 
What’s next, mixed race, mixed religion, same sex?” No, I wouldn’t want 
you to walk out just yet. But these things happen you know, in exotic 
places like France, Spain, and England. Does anyone dare disagree? I’ll 
bet you a pint of the finest if I’m wrong. Now give me a referee, just so 
long as you’re French, Spanish, or English. Actually, judging by the state 
of you all, you’re drunk enough already.

So back to the abandoned wee girl, you remember, the one 
everyone’s drooling after. After all their efforts we’ll soon find out she’s 
no slave at all, but the chaste and freeborn daughter of an Athenian 
citizen. And chaste she will remain. Well, at least until the end of the 
performance. Slip her a quid and she could be anyone’s. Even yours Sir 
{indicating someone in the audience). I’d take it while you can.

That’s enough of me, I’ll release the actors. Goodbye for now, be strong 
and fight for your beliefs. Per unitatem vis!

Act 1

Olympic enters from the side of Lysidamus’ house. Chalinus struggles slightly with 
English.

Olympic Can I not, for the love of Jupiter, talk and think without you up my ass?
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Chalinus

Olympic

Chalinus

Olympic

Chalinus

Olympic

Chalinus

Olympic

Chalinus

Olympic

Chalinus

Olympic

Chalinus

What do you want?

I want to follow you, mimic you. I want to be in your shady place.

In my where?

How do you say? In your shadow. I’ll be your walking shadow that 
struts his hour upon the stage. You still reckon you’ll get Casina then?

What’s it to you?

It’s everything to me. And what are you doing in my city, you culchified 
ignoramus? You should be running after your sheep, not my wife.

Don’t worry, Chalinus, once I get my hands on my beautiful prey I'll get 
out of your road and I’ll take her up the aisle.

You’ll never marry her, Olympio. I’d rather take your sword in me first.

Stick your own sword in yourself, I’m busy. Oh I’ll have fun with you at 
my wedding, on my turf.

And what will you do?

After the wedding you’ll lead Casina to our house with the torch. Then 
you’ll slave like you’ve never slaved before. I’ll give you one bucket, one 
kettle, one well, and eight, yes eight, vats to fill. If my guests go thirsty, 
you’ll learn the meaning of pain. By the time you’ve carted all the water 
on your back, you’ll be so bent even your master will have no use for you. 
And when you’ve been starved enough, you’ll eat from the trough like the 
animal you are. Then you’ll be sent off to the bed you deserve.

And where will I sleep?

Oh you won’t sleep. You’ll be tied to my bedroom window listening to 
our hot spicy kisses. You’ll hear my little wife moaning, “Oh my big 
strong Olympio, my sustenance, my soul, my sexy stud, let me kiss your 
little eyes. Oh Olympio, my light, my dove, my tiger.” All the while, 
you, you snake, will writhe and squirm when you hear her soft honeyed 
words. Now away with you, you’re doing my head in.

Your shadow never leaves you.

Olympio goes into the house, followed by Chalinus.
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Act 2

Enter Cleostrata and Pardalisca from the house.

Cleostrata {To servants inside) Lock up the cupboards, and bring me the key. I’m 
going to see Myrrhina. If he’s looking for me, come and get me next 
door.

Pardalisca Master wanted a lunch made up Ma’am.

Cleostrata Shut up and get back to work. {Pardalisca goes back inside). I’ll prepare 
nothing nor order the servants to cook, not while that dirty old man puts 
his insatiable lust before me and my son. I will get my revenge on that 
adulterer, with hunger and thirst. I will choke him with my nagging 
words and make his life a living hell. I’ll tell my neighbour everything. 
{Myrrhina's door creaks). She’s leaving, bad timing.

II.2

Myrrhina Come here, servants. {Pauses). Are you listening or what? How hard is 
it to follow orders? If my husband asks. I’m next door. I’m bored to 
death on my own. Well, where’s my threads?

Cleostrata Ave Myrrhina.

Myrrhina Oh hello Cleostrata. What’s up?

Cleostrata What’s usually up with an unhappily married wife? Never a break from it 
all. I was actually on my way to see you.

Myrrhina I was on my way to see you too. But what exactly is wrong? A problem 
shared and all that.

Cleostrata You’re right. I couldn’t ask for a better neighbour. You’re always there 
for me.

Myrrhina Yes, likewise. But what’s wrong.

Cleostrata It’s ridiculous how my husband treats me.

Myrrhina But what did he do? I don’t understand.

Cleostrata He treats me ridiculously. Rights, justice, respect, what are they? I get 
none of them from my husband.
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Myrrhina Strange, it’s normally the husband who doesn’t get any from his wife.

Cleostrata You remember my little servant, who I brought up all by myself? The 
ingrate is trying to marry her off to his overseer. But only because he 
lusts after her.

Myrrhina Would you calm down, Cleo!

Cleostrata I can say what I like, there’s no men here.

Myrrhina True, but listen to me. What’s yours is your husband’s, right? Women 
don’t, and shouldn’t, own property, {to audience) right? Ergo, the girl 
belongs to him.

Cleostrata I’m at a loss for words.

Myrrhina Good, then listen to me. As long as you’re comfortable at home, as long 
as you’re a kept woman, allow him his little affaires, allow him his 
freedom. It’s the least you can do.

Cleostrata Are you insane? Whose side are you on here?

Myrrhina There’s one thing you never want to hear a husband say.

Cleostrata Tell me.

Myrrhina {Sings) Hit the road, hack, and don’t you come back, no more, no more, 
no more, no more.

Cleostrata Shush!

Myrrhina What?

Cleostrata Look!

Myrrhina Where?

Cleostrata There! My husband! Get into your house, quick.

Myrrhina I’m going, I’m going.

Cleostrata We’ll continue this later. Bye for now.

Myrrhina Vale.

II.3
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Enter Lysidamus

Lysidamus Love shines brighter than the sun, flows gentler than a stream. 1 am 
astounded by cooks who cook with every spice except the readily- 
available spice of love. For a meal of love pleases everyone; nothing can 
be sweet or salty when it’s mixed with love. Bitter bile becomes honey, 
and a letch becomes a gentleman. And I know because it’s really 
happened to me. Now I love Casina I twinkle more than a star, and I’m 
neater than neatness itself. I slap on the scents whenever I can just to 
please her. And it works I’m sure. But my wife is excruciating, just 
because she’s alive. There she is now with her dirty looks. I’ll need to 
sweeten the hag up. Hello my wife, my cookie, what are you up to?

Cleostrata Get yourself and your hand away from me.

Lysidamus My Juno, why are you so angry with your Jupiter? Where are you off to 
now?

Cleostrata Let me go!

Lysidamus Hold on.

Cleostrata No!

Lysidamus Then I’ll follow you.

Cleostrata Are you insane?

Lysidamus I’m insane loving you it seems!

Cleostrata I don’t want your love.

Lysidamus You can’t stop it.

Cleostrata Your love’s gonna kill me.

Lysidamus (Under his breath) I wish it would.

Cleostrata (Overhearing) I can well believe it.

Lysidamus Look at me my sugar pie.

Cleostrata Aye, like you’re my sugar pie and all. Where’s this odour coming from?

Lysidamus (Aside) Ah I’m done for now. I’ll have to wipe it off with my cloak. 
Curse the man, Mercury, who gave me this poison.

Cleostrata You flea of a dog you. I don’t even have the words to tell you what I
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Lysidamus

think of you. Look at the state of you, an old man prancing through the 
streets slathered in perfumes.

I was only walking with a friend while he bought some scents.

Cleostrata You have an answer for everything. Have you no shame?

Lysidamus I have all the shame you can ask for.

Cleostrata What brothel were you slumping in now?

Lysidamus Me? In a brothel?

Cleostrata I know more than you credit me for.

Lysidamus What? What do you know?

Cleostrata I know you’re more useless than all old men put together. Where were 
you? Where were you whoring about this time? Where were you 
drinking? Look at you, you’re sweating wine. Look at your creased 
cloak.

Lysidamus May all the gods strike me down if I had so much as a mouthful of wine 
today.

Cleostrata Ah go on, please yourself, eat drink, ruin your life. What do I care?

Lysidamus That’s enough now wife, calm down. You’re nagging too much, leave 
some strength for our argument tomorrow. Have you calmed down 
enough now to obey your husband instead of fighting against him?

Cleostrata Obey you in what?

Lysidamus Do you need to ask? Casina. Leave her to marry Olympio, he’s a good 
slave, and she’ll have enough wood, water, warmth and clothes, and can 
raise her kids. Better Olympio than that useless good for nothing 
Chalinus who hasn’t even a denarius to his name.

Cleostrata My word man, have you forgotten your place in your old age?

Lysidamus What do you mean?

Cleostrata Well if you were being right and proper you’d let me look after my maid
servants in peace. They’re under my care after all.

Lysidamus But how can you want to give Casina to that weapons bearer?

Cleostrata Because it’s our duty to help out our only son.
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Lysidamus He’s no more my only son than I’m his only father! He should give into 
my wishes more than I to his!

Cleostrata You’re digging a hole for yourself here man.

Lysidamus (Aside) She knows something’s up. (Aloud) Me?

Cleostrata Yes you. Why are you stuttering? And why are you so keen to play 
Cupid?

Lysidamus I’d rather give her to a useful slave than a useless one.

Cleostrata And what if I persuade Olympic to give her up to Chalinus?

Lysidamus And what if I persuade Chalinus to give her up to Olympic? And I 
believe I can.

Cleostrata OK you’re on. Do you want me to call Chalinus out? You speak to him 
and I’ll speak to the bailiff.

Lysidamus Good.

Cleostrata He’ll be here soon, then we can see who is the better orator.

Cleostrata exits.

Lysidamus May Hercules and all the gods destroy her. I’m being tortured by love 
and she’s going out of her way to oppose me. She must have figured out 
my plan. That’s why she’s so eagerly trying to help that good for nothing 
bumpkin.

11.4

Chclinus enters unseen.

Chalinus

May all the gods destroy him.

Your wife said you called?

Lysidamus Yes I called.

Chalinus What do you want?

Lys damus First get that look off your face before you speak to me. It’s ridiculous for 
you to be so insolent to those higher than you. I’ve considered you a 
decent fellow for a long time.
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Chalinus Indeed. So why don’t you set me free?

Lysidamus I’d love to. But I can’t if you don’t do what you’re told.

Chalinus And what am I told?

Lysidamus Shut up, I’m speaking. I promised Casina to our bailiff.

Chalinus But your wife and son promised her to me.

Lysidamus Would you prefer to be free and single, or to live your life in slavery with 
your wife and children? The choice is yours, accept whichever you wish.

Chalinus If I was free, I’d have to fend for myself, but right now I live off you. I’ve 
made up my mind; I’ll give Casina to no one.

Lysidamus Go tell my wife to get out here right now, and bring a jug of water and 
some lots with you.

Chalinus Fair enough.

Lysidamus I’ll soon ruin that little plan of yours. If I can’t persuade you. I’ll leave it 
up to the lots.

Chalinus The lot will go my way.

Lysidamus Excruciating torture will go your way.

Chalinus She’ll marry me, your plots can’t change that.

Lysidamus Get out of my face.

Chalinus You seem annoyed. I can live with that.

Lysidamus Woe is me. I fear my wife has convinced Olympio not to marry Casina. 
If so, how miserable this old man will be. But if not, there’s a bit of hope 
still. And if my hope slips away, I’ll take my sword as a pillow and lay 
myself down on it. Ah good, here’s Olympio now.

IL5

Enter Olympio.

Olympic I’d sooner allow you to bake me like bread in an oven before I’d agree to 
that.
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Lysidamus I’m saved, all is not lost!

Olympio Why are you trying to scare me with threats of freedom? Neither you nor 
your son can stop me being freed.

Lysidamus Who are you arguing with Olympio?

Olympio The woman you’re always arguing with?

Lysidamus My wife?

Olympio Wife? More like a dog, with you the huntsman.

Lysidamus What’s up? What were you talking about?

Olympio She was begging me not to marry Casina, the cheek of her.

Lysidamus And what did you say?

Olympio I said I wouldn’t even give her to Jupiter himself if he begged me.

Lysidamus May the gods preserve you!

Olympio Now she’s about to burst with anger at me.

Lysidamus I wish she had have burst.

Olympio If you were a good enough husband she would have. I’m sick to death of 
your affair now. Your wife hates me, your son hates me, and the rest of 
your household as well.

Lysidamus And what? As long as Jupiter is on your side (indicating himself) the 
lesser gods are worthless to you.

Olympio What a load of crap. You know fine rightly how quickly human Jupiters 
die off. Tell me this: if you should die and your kingdom falls to the 
lesser gods, who’ll have my back then?

Lysidamus It will be better than you think, as long as we work together to get me into 
Casina’s bed.

Olympio I don’t know how we can with your wife so against me

Lysidamus OK, here’s the plan: I’m going to put the lots in the water jug, and we’ll 
draw for you and Chalinus. Time has come to fight with our swords.

Olympio One problem. What happens if you choose the wrong lot?
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Lysidamus Don’t jinx it; the gods will see us through.

Olympic I wouldn’t trust them one bit. Nearly everyone supports the gods, and 
I’ve seen plenty of people get screwed over.

Lysidamus Shush a second.

Olympic What is it?

Lysidamus There’s Chalinus with the jug and lots. Swords at the ready.

II.6

Enter Chalinus with the jug and lots. Cleostrata is at the door.

Cleostrata What does my husband want me to do, Chalinus?

Chalinus Well he really wants you to piss off altogether.

Cleostrata I believe it too.

Chalinus 1 don’t believe it, 1 know it.

Cleostrata A soothsayer as well as a servant are you? Right let’s raise the standard 
and march on. What are you two at?

Chalinus Everything you ordered has arrived: wife, lots, jug, and, most importantly, 
myself.

Olympic You’re one too many.

Chalinus So it seems. I’m a pain in your arse I bet. You’re sweating in fear 
already.

Lysidamus Shut up Chalinus (strikes him).

Chalinus Grab him instead!

Olympic No, him; he likes it much more.

Lysidamus Put the jug down and give me the lots. Pay attention you two. Now little 
wifey, I thought and still think I could persuade you to let me marry 
Casina.

Cleostrata Let you marry her?

Lysidamus My word, I meant him when I said me, not him to me, I mean me to her.
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Cleostrata

I’m getting a bit confused.

So it seems.

Lysidamus I thought I could persuade you to let me marry Casina to him. Is that 
right? Yes I’m on the right path now.

Cleostrata Makes a change.

Lysidamus That’s what happens when you’re that desperate for something. But me 
and Olympio here beseech you and your rights.

Cleostrata What do you mean?

Lysidamus Go on, honey, do him a favour with Casina.

Cleostrata No I will not indeed.

Lysidamus Well then, I think they should both draw lots.

Cleostrata No one’s stopping you.

Lysidamus Right, this is the best and fairest way to do this. If things go as planned, 
we’ll celebrate; if not, we’ll deal with it. Take this lot (to Olympio). 
What does it say?

Olympio One

Chalinus Why does he get the first lot? Not fair.

Lysidamus You take this one.

Chalinus Give me it! Here, I’m just thinking: what if there’s another lot in there?

Lysidamus Who do you take me for? Yourself?

Cleostrata Calm down now, Chalinus, there’s nothing else there.

Chalinus May the gods bring me luck.

Olympio They’ll bring you a kick up the ass more like. No one’s fooled by your 
‘piety.’ Here, your lot’s not made out of wood is it?

Chalinus What do you care?

Olympio Because wood will float in water.

Lysidamus Watch it! Right both of you throw your lots in the water. Woman, make 
sure it’s fair.
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Olympio You can’t trust women!

Lysidamus Positive vibes, Olympio, positive vibes.

Olympio I’m afraid the witch will put a spell on them.

Lysidamus Shush.

Olympio I’m shushing. I pray to the gods...

Chalinus That you’ll be hung, drawn and quartered.

Olympio That luck will...

Chalinus Hang you up by the feet.

Olympio Will make you blow your eyes out of your nose.

Chalinus What are you so scared of? You should be getting the rope ready.

Olympio Aye to hang you up with.

Lysidamus Pay attention both of you.

Olympio I’m listening, I’m listening.

Lysidamus Right Cleostrata, so you don’t think I’ve cheated, you draw the lots.

Olympio You’re killing me here.

Chalinus He’ll be better off.

Cleostrata My pleasure.

Chalinus I pray to the gods that your lot disappears from the jug.

Olympio Just because you flee the scene you want everything to take after you? I 
wish your lot would dissolve.

Chalinus The whip will soon dissolve you into a thousand pieces.

Lysidamus Drop it, Olympio.

Olympio If only the illiterati would let me.

Lysidamus May the luck be with me!

Olympio Me too!

Chalinus No.
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Olympic Oh yes!

Chalinus Oh yes to me!

Cleostrata (To Olympic) He is going to win, you’re going to lose.

Lysidamus Hit him, Olympic! Come on, what are you waiting for, slaves to be free? 
Drop that hand this instant, Chalinus.

Olympic Shall I punch him or slap him, sir?

Lysidamus Shall you punch him or slap him? Hit him like a man, boy!

Olympic Take that!

Cleostrata Why are you hitting that man?

Olympic Jupiter ordered me ma’am.

Cleostrata Punch him back, Chalinus.

Olympic He’s beating the crap out of me here, Jupiter!

Lysidamus Why are you hitting that man?

Chalinus Juno ordered me, sir.

Lysidamus I’m not even dead and she giving the orders.

Cleostrata Chalinus can talk just as much as this one.

Olympic Why did he have to spoil my omen?

Lysidamus Trouble’s coming your way, Chalinus, I’m warning you.

Chalinus Great timing, psychic, after the crap’s been beaten out of me.

Lysidamus Draw, woman, draw. You two shut up and watch. I’m that terrified I’ve 
forgotten my own name. My heart’s become quite the gymnast, 
somersaulting all over the place.

Cleostrata Here we go (drawing the lots). I’ve got one.

Lysidamus Pull it out, pull it out!

Chalinus Ready to die, Olympio?

Olympic Let me see it! I’ve won, I’ve won!
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Chalinus No!

Cleostrata You lost, Chalinus

Lysidamus The gods are with us, Olympio!

Olympio Piety goes a long way so it does.

Lysidamus Start preparing the wedding, wifey.

Cleostrata Your wish is my command.

Lysidamus It’s a long way to the villa he’s taking her to you know.

Cleostrata I know.

Lysidamus I know you’re annoyed but get it ready all the same.

Cleostrata I am at your service. (Exits)

Lysidamus We should go in too and make sure they hurry up.

Olympio Who’s stopping you?

Lysidamus I’m saying no more in front of your man (indicating Chalinus).

Lysidamus and Olympio leave.

II.7

Chalinus If I were to hang myself now, my work would be lost, and never mind my 
work, it would give my enemies pleasure. And what’s the point since I’m 
dead already? The lots were against me, Casina is to marry the bailiff. 
But what gets me is that the old man was so eager to give Casina to the 
bailiff instead of me. How frightened he was! How he celebrated when 
the bailiff won. But there’s the door opening. There’s my kind friends 
coming. I’ll trap them from here.

Chalinus hides on-stage

II.8

Enter Lysidamus and Olympio from the house.

Olympio Just wait until he comes to the country; I’ll send him back to the city 
strapped to a yoke.
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Lysidamus Too right.

Olympic It’ll be my pleasure.

Lysidamus If Chalinus was at home I’d have sent him off to the market with you to 
add to his misery.

Chalinus What’s this? One tortures while the other torments. Look at him mincing 
about all in white the useless man. My death’s postponed. I’ll kick him 
so far into Hades before that happens.

Olympic Amn’t I a good slave? Everything you desired I made possible. Soon 
you’ll be snuggled up with the love of your life. And you’re wife will be 
none the wiser.

Lysidamus Shut up, Olympio. My word, it’s all 1 can do to keep myself from kissing 
your sweet lips my darling man.

Chalinus Kiss his sweet lips? His darling? My word I think the old man wants to 
dig into his bowels.

Olympic You love me now, do you?

Lysidamus I love you more than life itself! Oh let me hug you!

Chalinus Hug him?

Olympic Ah go on.

Lysidamus Kissing you is like licking a beehive dripping with honey.

Olympic Get off my back, lover boy!

Chalinus So that’s it, is it? That’s why he made him his bailiff. I remember he 
tried to make me his foreman once! I might be sick.

Olympic How I’ve obeyed you today, how I’ve pleased you.

Lysidamus And what a friend I’ll be to you all my life. Best friends forever.

Chalinus I reckon these boys will soon be arse about face. Saying that, the old man 
has always had a bit of a thing for beards.

Lysidamus I can’t wait to kiss Casina today, away from the piercing eyes of my wife.

Chalinus Aha, I’m on the right path now! He’s in love with Casina! I’ve got them.

Lysidamus I’m dying to hug her, to kiss her.
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Olympic At least let me have her first. What’s the rush?

Lysidamus I love her.

Olympic I don’t understand how it can happen today.

Lysidamus It can, if you think you can be a free man tomorrow.

Chalinus Even better, I can capture two boars at once.

Lysidamus There’s room for me at my good friend and neighbour’s there. I told him 
all about my love and he’s happy to help me out.

Olympic And his wife?

Lysidamus It’s taken care of. My wife will call her over to keep her company, help 
her prepare the wedding, and stay the night. I ordered her and she agreed 
of course. Myrrhina will stay at ours and I’ll make sure her husband is 
out of the road. You will take Casina to the farm, but that farm will be 
there (pointing next door) while I help Casina to celebrate her wedding 
night. Before dawn breaks you will take her to the real farm. Clever, no?

Olympic Very.

Chalinus That’s right, connive away. Let me hear your clever plans.

Lysidamus Right, do you know what to do now?

Olympic Tell me.

Lysidamus Take this wallet, and go get some food quickly. Good food, mind, 
something succulent to match the sumptuous bride.

Olympic OK.

Lysidamus Buy some crafty cuttlefish, sneaky snails, cocky cockles, and titillating 
tuna.

Chalinus This is all a bit fishy.

Lysidamus And sole.

Chalinus Why not the whole shoe so I can beatyowr wasted soul out of you?

Olympic Any other fish?

Lysidamus That’s enough. I’ve an old trout at home.
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Olympio I’ll have a look when I’m there and see what I can get.

Lysidamus And don’t be tight with money. Right off you go to the fishmonger’s 
while I make sure my neighbour’s doing his part.

Olympio Can I go?

Lysidamus Go!

Lysidamus goes to his neighbour’s house, Olympio goes to the forum. Chalinus takes 
centre stage.

Chalinus Not even the promise of freedom could stop me from telling my mistress 
and bringing these two down. I’ve got my enemies at the tip of my sword 
now. If the mistress wants to do her duty now, then the battle is ours. I'll 
outstrip those guys beautifully; the omens are with us today. Now the 
conquered conquer. I’ll go in and add another season to what the cook’s 
been cooking; what he thinks he prepared will not be prepared, and he 
won’t be prepared for what I have prepared.

Chalinus exits.

Act III

Lysidamus and Alcesimus exit Alcesimus ’ house.

Lysidamus Now we’ll see if you’re a friend or foe, Alcesimus. The proof will be 
proved, the contest will be contested. And quit chastising me about my 
love life. “Look at your grey hair,” “cradle-snatcher,” you can cut that out 
too, “and what about your wife?” You can definitely leave that out of it.

Alcesimus Never before have I seen a man so miserable from love.

Lysidamus Just make sure the house is empty.

Alcesimus Yes, yes, the slaves and servants will be sent you your place.

Lysidamus Oh you’re a clever, clever boy. But make sure they come prepared with 
food.

Alcesimus I’ll remember.

Lysidamus Excellent. You’re more orderly than an orderly! Get everything ready, 
I’m off to the forum. Won’t be long.
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Alcesimus Enjoy your walk.

Lysidamus Oh and Alcesimus, make sure you’re house learns to speak.

Alcesimus Why’s that?

Lysidamus Because after tonight those walls are gonna talk.

Alcesimus You should be locked up for such assaults on humour you know.

Lysidamus What’s the point of being in love if I can’t be clever and witty? Now 
make sure you don’t do a runner.

Alcesimus I’ll be here.

Alcesimus goes into his house and Lysidamus goes to the forum.

Act III.2

Enter Cleostrata from her house.

Cleostrata So this is why my husband wanted me to get my neighbour over here post 
haste, so they could take Casina to an empty house. Well I’ll be inviting 
no one now. Those old block-heads won’t have a chance to do the dirty. 
(Alcesimus exits his house) But look who’s coming, the pillar of society, 
that head of the people, my neighbour, who supplies my husband with a 
place. That man’s not worth a pinch of salt.

Alcesimus I don’t understand why my wife hasn’t been invited next door yet. She’s 
been all dolled up waiting for an invitation for a while. (Seeing 
Cleostrata) Oh look, she must be coming to invite her now. Salve 
Cleostrata.

Cleostrata Salve yourself, Alcesimus. Where is your wife?

Alcesimus She’s inside waiting for your invitation. Your husband begged me to send 
her over to help you. Will I go call her?

Cleostrata Don’t bother her. I don’t want to disturb her.

Alcesimus She’s free.

Cleostrata Don’t worry, I wouldn’t want to bother her. I’ll see her later.

Alcesimus Aren’t you trying to get ready for the wedding?
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Cleostrata I’m making the preparations now.

Alcesimus Don’t you want a bit of help?

Cleostrata My servants are helping. I’ll see her after the wedding. Goodbye, tell 
your wife I was asking for her. (Cleostrata goes inside)

Alcesimus What am I going to do now? I’ve screwed up because of that toothless 
hussy. I’m offering my wife’s services left, right, and centre. That man 
told me his wife would invite her over. She says she doesn’t want her. 
I’d be surprised if my neighbour hasn’t figured it all out already. 
Although if this were true she would have mentioned it to me. I’ll go 
bring the old barge back to the port then. (Goes into his house)

Cleostrata (Emerging from her house) Now he’s finally been fooled. Look how the 
wretched old men are running about. Now I wish the decrepit husband 
would come home so that I can fool him too. I’d love to see the two of 
them argue this out. There’s the cock strutting over now. To see his 
gloomy face makes him look almost virtuous. (Goes hack into the 
doorway)

III.3

Enter Lysidamus.

Lysidamus How incredibly stupid for a man in love to head to the forum the day his 
sweet love awaits him. And that’s me, stupid. It’s been a wasted day 
being a witness for that relative of mine. I’m glad he lost his case so he 
won’t be calling me back again. You know, someone who summons a 
witness should really check beforehand whether he’s in his right mind. If 
he’s not, he should send him off home. (Seeing his wife) Look, there’s my 
wife. Do you think she heard me?

Cleostrata (Aside) Of course I heard all about your evil plans.

Lysidamus (Aside) I’ll go over. (To Cleostrata) What are you doing, my fountain of 
delight?

Cleostrata I was waiting for you of course.

Lysidamus Is everything ready for the wedding? Is Myrrhina over helping you?

Cleostrata I did as you ordered. But your best mate over there said he wouldn’t send 
her if I invited her.
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Lysidamus That’s your biggest fault, you know, you’re not seductive enough.

Cleostrata That’s a whore’s job, not a wife’s. That and seducing another woman’s 
man. Invite her yourself. I'm away in to see what needs done inside, my 
dear husband.

Lysidamus Hurry up then.

Cleostrata I’m going, (yls/r/ej Til put the fear in him now. Time to make the smooth 
lover miserable.

III.4

Enter Alcesimus from his house.

Alcesimus Is our old lover never back from the forum yet? I can’t believe he made a 
mockery of me and my wife, the devil. Oh there he is. (To Lysidamus) I 
was just looking for you.

Lysidamus And I, you! What did I order you to do, you worthless man? What did I 
beg you to do?

Alcesimus Tell me.

Lysidamus Good job you did emptying your house of your wife. You’ve ruined my 
chances.

Alcesimus Go hang yourself, Lysidamus. You told me your wife was going to invite 
my wife.

Lysidamus She said she invited her and you wouldn’t let her out.

Alcesimus Well she told me she didn’t want her help.

Lysidamus Well she told me to go get her.

Alcesimus Well like I care.

Lysidamus Well you’ll be the death of me, Alcesimus.

Alcesimus Well even better. Well I’ll keep you waiting a while yet. Well I’m just 
dying to...

Lysidamus Well?

Alcesimus Do something awful.
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Lysidamus Well I’ll do the same. I’ll make sure everything’s wnwell for you today.

Alcesimus Well for my final well-wishes, I hope the gods destroy you.

Lysidamus What now? Are you going to send your wife over?

Alcesimus Take her, your wife, and your girl off to Hades for all I care. Go on. I’ll 
take care of it. I’ll send my wife through the garden to yours now.

Lysidamus You’re a good friend, Alcesimus. (Alcesimus exits to his house) I wonder 
what omen cursed me when I fell in love, or what I ever did to Venus that 
she should throw many obstacles my way. (A racket begins inside the 
house) Whatever is that clamour in my house?

Act III.5

Enter Pardalisca from the house.

Pardalisca I’m finished, I’m finished, I’m dead dead dead. My heart’s died a 
thousand deaths and my poor limbs are shaking. I don’t know where to 
find help, protection, shelter. Such strange things I just saw inside, such 
amazing things I just heard. Look out for yourself, Cleostrata, get away 
from her in case she does you some harm. Grab hold of that sword there, 
she’s out of her mind!

Lysidamus Why’s she leaping about there in terror? Pardalisca!

Pardalisca Oh where is this sound my ears are hearing?

Lysidamus Look at me for goodness sake.

Pardalisca Oh my master...

Lysidamus What’s wrong with you? What are you so scared of?

Pardalisca I’m done for.

Lysidamus You’re done for?

Pardalisca And you’re done for.

Lysidamus

Pardalisca

What?

I’m done for, you’re done for, he, she, it’s done for. We’re done for! 
Poor you!

Pardalisca
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Lysidamus No, poor you.

Pardalisca Please hold me, don’t let me fall.

Lysidamus What? What is it?

Pardalisca Hold up my bosom, fan me with your cloak!

Lysidamus I’m scared of what you’re about to tell me. Unless she’s been binging 
with Bacchus?

Pardalisca Oh hold my ears please, sir.

Lysidamus Go to hell! Damn your bosom, ears, head and every other part of you. 
Now if you don’t tell me right now what’s going on I’ll bash the brains 
out of you. Stop mocking me you snake.

Pardalisca My master...

Lysidamus What do you want my maid?

Pardalisca You’re too mean to me.

Lysidamus Too right. But tell me in a minimum of words what all that racket is 
about?

Pardalisca Well listen and you’ll find out. Your maid was doing awful, awful things 
inside, things not fitting for the Greek custom.

Lysidamus What did she do?

Pardalisca I’m so scared, my tongue’s in a tizzy.

Lysidamus Will you tell me what’s going on?

Pardalisca I’m telling you. Your maid, you know the one you promised to your 
bailiff? Inside she...

Lysidamus Inside she what? What did she do?

Pardalisca She’s turned into a crazy, threatening her husband, his life...

Lysidamus Spit it out!

Pardalisca Ahh...

Lysidamus Ahh. What?

Pardalisca She wants to do him in, kill him. Sword!
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Lysidamus Phew.

Pardalisca Sword!

Lysidamus What about the sword?

Pardalisca She has one.

Lysidamus Why on earth has she got a sword?

Pardalisca She’s trying to chop up everyone in the house, no one can get near her. 
There are bodies everywhere; there’s one hiding under a chest, another 
behind the couch.

Lysidamus Oh I’m dead, dead, dead. What evil has gotten into her?

Pardalisca She’s insane.

Lysidamus Can my luck get any worse?

Pardalisca If only you knew what she was saying earlier.

Lysidamus That’s what I’m dying to know. What did she say?

Pardalisca Listen. She swore to all the gods she would kill whoever slept with her 
tonight.

Lysidamus Kill me?

Pardalisca Kill you, sir? No, sir. What’s it to do with you, sir?

Lysidamus Urn.

Pardalisca What’s she to you?

Lysidamus I made a mistake. I wanted to say my bailiff. She wants to kill my 
bailiff?

Pardalisca (Aside) He knows he’s off the road and down the garden path.

Lysidamus Why, is she threatening me too?

Pardalisca She’s angrier at you than anyone else.

Lysidamus Why so?

Pardalisca Because you wouldn’t let her marry Olympic. She said neither you, nor 
her, nor her husband will live to see tomorrow. I was told to tell you so 
you’ll be on your guard.
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Lysidamus This will be the end of me!

Pardalisca (Aside) Serves you right.

Lysidamus (Aside) Have you ever seen such an unlucky old man in love?

Pardalisca (Aside) A little game I like to call trick the trickster. Everything I said 
was a lie. My mistress and her neighbour invented it, and I was sent to 
play it.

Lysidamus Hey, Pardalisca.

Pardalisca What is it?

Lysidamus There’s...

Pardalisca What?

Lysidamus There’s something I wanted to ask you.

Pardalisca You’re delaying me.

Lysidamus And you’re stressing me. But does Casina still have the sword?

Pardalisca Yes, not one, but two.

Lysidamus Why two?

Pardalisca One for you and one for the bailiff.

Lysidamus I’m the deadest man alive. All I can do is put on a breastplate. Did my 
wife not take them off her?

Pardalisca No one dares go near her.

Lysidamus Why doesn’t she appease her?

Pardalisca She’s trying. But she says she won’t put them down until it’s agreed she 
won’t be given to the bailiff.

Lysidamus The ingrate! Just because of that she will marry him today. Why should 
that foil my plans for her to marry me? The bailiff!

Pardalisca You make that mistake pretty often, sir.

Lysidamus I can’t talk out of fear. Please, I beg you, tell my wife to persuade her to 
put down the sword and let me come in.

Pardalisca Will do.
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Lysidamus And you’ll beg her?

Pardalisca And I’ll beg her.

Lysidamus Beg like you normally do. And listen. If you persuade her I’ll give you 
some sandals and a gold ring, and other pretty things.

Pardalisca I’ll try my best.

Lysidamus See that you do.

Pardalisca I will if you’d ever shut up.

Lysidamus Right, go then. (Pardalisca exits into the house) And look, there’s my 
man now with a parade of provisions.

111.6

Olympic, a cook, and some help.

Olympic Look here you thieving cocus, keep your thorns in check.

Cocus Thorns? Why thorns?

Olympic Whatever they touch, they stick to it. You pull away and they rip you to 
shreds. No matter where they go they do twice the damage to the master.

Cocus Hey!

Olympic (Seeing Lysidamus) Ah there’s my own master. I’ll posh myself up and 
go meet him.

Lysidamus Salve my good man.

Olympic Better than good.

Lysidamus What’s the latest?

Olympic You’re in love, and I’m hungry and thirsty.

Lysidamus You marched in magnificently. Perfect amount of food.

Olympic Oh yes I can’t wait to get to get my mouth around it.

Lysidamus Bring yourself down a peg or two (pushes his head down).

Olympic Your words stink, sir.
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Lysidamus What’s wrong with you?

Olympic This is what’s wrong (points to the food). I’m bored with you, you’re 
doing my head in.

Lysidamus I’ll really do your head in unless you stand at peace.

Olympic Oh get off me unless you want me to vomit all over you.

Lysidamus Wait.

Olympic What? (To audience) Who does he think he is?

Lysidamus I’m the master.

Olympic Whose master?

Lysidamus The one you’re the slave to.

Olympic I'm a slave?

Lysidamus My slave.

Olympic Oh I’m not a slave, Tm a freedman. Remember, eh, remember?

Lysidamus Would you stand at peace!

Olympic Get off me!

Lysidamus I am your slave, my master.

Olympic Good.

Lysidamus I beg you, my dear Olympio, my father, my patron.

Olympic Better.

Lysidamus I am all yours.

Olympic What use have I for a slave?

Lysidamus What now, master? When will you make a decent man of me?

Olympic When will dinner be ready?

Lysidamus Tell this lot to get cooking then.

Olympic (To cooks) Cocus! Cocus! Go in and speed things up. I’m going in too. 
Fix me up a festive feast with winning wine. No Roman remains for me



241

Lysidamus

tonight. Well, get going. (To Lysidamus) Right will we go in?

Casina’s ready to stab us with a sword in there.

Olympic I know. Let her carry on. She’s a woman. It’s her wedding day. Enough 
said. Let’s go in.

Lysidamus I’m scared! Go in first and see what’s happening.

Olympic Here my life’s just as important as yours.

Lysidamus You’re right. Go on, I’m right behind you.

Lysidamus and Olympic exit into house.

Act 4

Enter Pardalisca.

Pardalisca I don’t believe any games in the whole of Greece and Italy are as playful 
as the games they’re playing on the old man and his bailiff. Everyone’s 
rushing about the house, the old man is shouting about the kitchen, urging 
on the cooks: “Any time today! Feed us if you’re ever going to. The 
dinner should have been cooked ages ago.” And the bailiff! Well he’s 
prancing about all dolled up in white clothes and a crown. And the two 
women are kitting out Chalinus in the bedroom. You see he’s going to be 
the wife to the bailiff instead of Casina. They’ve covered it up well, 
acting as if they don’t know what’s going to happen. The cooks are 
working hard to make sure the old man doesn’t eat. They’re knocking 
over pots, throwing water on the fire, anything the women want. Genius! 
They’re doing everything in their power to send the old man off hungry so 
they can stretch their own stomachs, the gorbs. Don’t be fooled by 
women - we can eat a lot you know. Someone’s coming.

IV.2

Enter Lysidamus from his house.

Lysidamus (Shouting in to Cleostrata) Well you women might as well eat when 
dinner is ready; I’ll eat at the farm. I would like to accompany the new 
bride and groom out there. I know full well what men are like, and I don’t 
want anyone running off with her. Have a good time. Now go quickly 
and send the happy couple out or we’ll never get there before dark. I’ll
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Pardalisca

see you tomorrow. Tomorrow I’ll have my feast, wife.

The plan’s working. He’s going out without his dinner!

Lysidamus (Seeing Pardalisca) What are you doing here?

Pardalisca Following my mistress’ orders, sir.

Lysidamus Oh, really?

Pardalisca Yes.

Lysidamus Then what are you loitering for?

Pardalisca I’m not loitering.

Lysidamus Away with you. You’re lingering out here while everyone else is running 
around inside.

Pardalisca I’m going.

Lysidamus Then go you gutter-worthy whore. (Exit Pardalisca) Has she gone? 
Good I can say what I like now. Love is food enough for a hungry man. 
Look whose coming now with the wedding torch and garland. My friend, 
my ally, my fellow husband the bailiff.

IV.3

Enter Olympio from Lysidamus ’ house.

Olympio Right, flautist, when the new bride comes out, fill the street with the sweet 
wedding song. (Sings) Oh hymen hymenaee, Oh wedding hymn.

Lysidamus How are you, my saviour?

Olympio I’m starving and I don’t feel saved.

Lysidamus But I’m in love!

Olympio What do I care? You’ve been feasting on love while I’ve been fasting on 
hunger.

Lysidamus I wish that lot would go faster. It seems the quicker I go, the less gets 
done.

Olympio What if I sing the wedding song again, that might make them hurry up.
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Lysidamus Yes try that. I’ll sing along since this is our communal wedding.

Lysidamus/
Olympic

(Singing) Oh hymen hymenaee, Oh wedding hymn.

Lysidamus This is useless. What’s the point of exploding into song when I can’t 
explode the way I want?

Olympic You’d make for an untameable horse you would.

Lysidamus Why’s that?

Olympic You’re hard to hold.

Lysidamus You’ve felt me have you?

Olympic Thankfully not! Oh look here they are now!

Lysidamus The gods are on my side after all!

IV.4

The bridal procession enters with Chalinus dressed as a bride, Pardalisca, Cleostrata, 
and Myrrhina.

Pardalisca (Aside) He’s got the scent of Casings already. (Aloud) Lift your feet over 
the threshold, my little bride. Don’t be hurting yourself just yet; you need 
to be able to stand over your husband so the mistress can become the 
master, so your voice will be the powerful voice from above. Your 
husband will dress you, and you’ll plunder him. By night and by day, you 
must deceive him. Never forget this, I beg you.

Olympic She’ll be for it if she starts messing about.

Lysidamus Shh.

Olympic I will not shh.

Lysidamus What’s wrong with you?

Olympic That wicked witch is working her wickedness on the woman.

Lysidamus You’re going to undo all the work I’ve done. And that’s what they want.

Pardalisca Come on Olympic, come get your wife.
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Olympio Give her to me then.

Lysidamus (To the maids) You can go inside.

Pardalisca Now do be gentle with this untouched, inexperienced virgin.

Olympio Aye of course.

Pardalisca Goodbye!

Olympio You can go now.

Lysidamus You can go.

Pardalisca Goodbye then. (The women leave).

Lysidamus Has my wife gone?

Olympio Don’t worry, she’s in the house.

Lysidamus I’m free. I’m free! (Going over to “Casina”) Oh my heart, my honey-pot, 
my budding flower.

Olympio Here, that girl’s mine, hands off.

Lysidamus I know, but the first bloom is mine.

Olympio Here, hold this torch.

Lysidamus I’d prefer to hold this one. Oh Venus, what a great treasure you gave me 
when you gave me this girl.

Olympio Oh look at your soft little body my fantastic little wife. She looks like a 
queen. Ow!

Lysidamus What is it?

Olympio She just stomped on my foot as hard as Hannibal and his elephant put 
together.

Lysidamus Be quiet. Oh her breast is as soft as a pillow.

Olympio Oh what a pretty little nipple. Ouch!

Lysidamus What?

Olympio She just poked me in the ribs! It felt more like a battering ram.

Lysidamus Well stop shoving her about then! Now watch, when I touch the belle,
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Olympic

she’s not at all belligerent. Hey!

What’s the matter?

Lysidamus She nearly rear-ended me with her force!

Olympic Maybe she wants rear-ended herself.

Lysidamus Shall we go then?

Olympic Come on beautifully, my beauty.

All three exit to Alcesimus ’ house.

Act 5

Enter Myrrhina, Pardalisca, and Cleostrata from Lysidamus ’ house.

Myrrhina We had a good time inside, and now it’s time to watch the wedding games 
outside. Never have I laughed so much in my life, and I don’t think I ever 
will.

Pardalisca I’d love to know what Chalinus is doing with his new husband.

Myrrhina No playwright could ever fabricate such an amazingly crafty plot as this.

Cleostrata I’d love to see the old man’s face battered up right now. He’s the worst 
man who ever lived. Not even his host is worse. Right, Pardalisca, it’s 
over to you. Humiliate any man who comes out of that door.

Pardalisca As always.

Myrrhina (Placing Pardalisca in front of her own house) Have a look through the 
window, tell us what you see.

Pardalisca Get behind me.

Myrrhina And speak up mind.

Pardalisca Shh. The door’s creaking.

V.2

Olympic enters from the house.
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Olympic

Cleostrata

Pardalisca

Olympic

Pardalisca

Olympic

Pardalisca

Olympic

Pardalisca

Olympic

Pardalisca

Olympic

Pardalisca

Olympic

I don’t know where to run or where to hide or how to escape this shame. 
Oh the shame! This sham of a marriage is the ruin of me and my master. 
What will people say? So this is what foolishness feels like?

To audience

Listen to me while I tell you my story. Trust me, it’s worth hanging 
around for. It’s a queer story, if you will. Funny for you, perhaps not for 
me. So I took my new wife inside, and we went straight to the 
honeymoon suite of course. Oh how fatefully dark it was. “Lie down, my 
darling,” I said. I wanted a piece before the old man came back. I 
propped her into position, soothing her with soft words. I started off slow, 
in case the old man came back. I asked for a kiss to charm her up, but she 
hit my hand away, wouldn’t give me a kiss at all. I got a bit hasty then so 
I pushed Casina a bit further. I wanted to get there before the old man. I 
locked the door so he couldn’t get in.

(To Pardalisca) You go over now.

Where’s your new wife? She hasn’t left you already?

Oh no, they’ve found out.

Then you might as well come clean. What happened inside? What’s 
Casina doing? Did she obey you like a proper wife?

Oh it’s too shameful.

Go on.

I can’t. It’s way too embarrassing.

You can. You got into bed with her. So what happened? All the gory 
details.

Somebody might hear us.

(Looking at the audience) There's no one herd. Well hardly anyone. And 
they’re not listening.

The first thing I felt was...it was very big.

What does that mean? Just tell me what happened.

Well, I put my hand up, under her dress, you know...and...

Yes...Pardalisca
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Olympic Well, I eh...she eh...

Pardalisca Yes...

(Olympio whispers to Pardalisca)

She had a what?

Olympic That’s what I was trying to say. It was huge. I thought, Zeus, she could 
kill me with that. She’s got a gladius.

Pardalisca What would she be doing with a sword...in bed?

Olympic That’s why I thought it might have been some sort of handle.

Pardalisca A capulus! To what?

Olympic Like the key to her affections.

Pardalisca Just tell me what happened.

Olympic It gets worse.

Pardalisca Was she keeping something up her dress? Had she been stealing 
vegetables in the market?

Olympic You mean like a cucumber?

Pardalisca It was a cucumis?

Olympic No.

Pardalisca A horse-radish?

Olympic No. It wasn’t any sort of vegetable, but whatever it was, it wasn’t stolen 
from the ground. It was fully grown.

Pardalisca And then what happened? Give it up.

Olympic I said to her, “Now, now, my little wifey, why do you want to hurt your 
husband? I don’t deserve this, just because I wanted you first.” She 
covered up her, um, woman parts with her clothes. When I saw she’d 
barricaded herself off, I asked if I could try another entry. She didn’t turn 
over, didn’t even answer me. I got up so I could, you know, and...

Myrrhina Charming tale.

Olympic So I leant in for a nice long kiss, to sweeten her up. But her beard pricked 
me. So I got down on my knees, and she kicked me in the chest with her
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Pardalisca

feet until I fell off the bed. She punched me in the face. I ran out the 
door, thought the old man might want some of the drink.

Excellent. Where’s your cloak?

Olympic I left it inside, there was no time!

Pardalisca So have you had enough now of our wedding games?

Olympic Yes, ok, we deserved it. Someone else is coming out, listen. Is she after 
me?

V.3

Enter Lysidamus from Alcesimus ’ house.

Lysidamus Oh the shame! What will I do? How will I look my wife in the face? Oh 
the shame is out! I might as well end it all now. They’ve got the choke 
hold on and I don’t know how to make them release it. And I’m cloakless 
and all. I wish I’d never had this wedding. There’s nothing left but to 
offer my back to my wife for punishment. Unless someone want to take 
my place? I don’t know what to do, unless I make like a slave and run? 
My shoulders are for it. What? Husband-beating happens you know. I 
get whacked even if I don’t deserve it. Decision made: I’ll run.

V.4

Enter Chalinus from Alcesimus ’ house.

Chalinus Stop right there, sexy stud.

Lysidamus What do I do? What do I do? I heard nothing, I’ll keep going.

Chalinus Where are you going? Are you going to act like a Greek and run? Now if 
you want to feel me up, sir, this would be the perfect time. Please come 
back to bed. Come on. I'll get you a fair arbitrator.

Lysidamus I’m done for. This guy’s gonna destroy my thighs with his bat. I'll go 
this way. That way’s a shipwreck waiting to happen.

Cleostrata Hi there sexy stud.

Lysidamus Oh no, the wife’s in my way! Wolves on one side, dogs on the other. 
And the wolf has a club. I think I’ll risk the dog’s bite.
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Myrrhina Where are you off to double-married husband?

Cleostrata How did you get in such a state, my dear husband? Where’s your walking 
stick? Where’s your cloak?

Myrrhina I reckon he left his adulterous stick behind when he was adulterating 
Casina.

Lysidamus This is it. This is how I die.

Chalinus Won’t you come back to the bedroom W\X\\... (takes off the ve///..Casina?

Lysidamus Go hang yourself.

Chalinus Don’t you love me?

Cleostrata (Shouting) Well, answer me. Where’s your cloak?

Lysidamus It was a Bacchic orgy, sir,

Cleostrata A Bacchic orgy?

Lysidamus Sir yes sir, a Bacchic orgy, sir.

Myrrhina What century are you from? Everyone knows Bacchic orgies are so 
passe.

Lysidamus (Aside) Damn, I forgot. (Aloud) But you see, the Bacchantes...

Cleostrata What Bacchantes?

Lysidamus Well if you don’t believe me...

Cleostrata Well don’t you seem afraid?

Lysidamus Do I?

Cleostrata Look how pale you are.

Lysidamus Oh someone help me. Myrrhina? No? Chalinus? Olympio, my dear 
Olympio!

Olympio Me? What do you want me to do? You’ve brought me down with you, 
you dirty old man. You stole my wife, you brought me shame, you...

Lysidamus Oh shut up.

Olympio You have the cheek to tell me to shut up? You never intended to let me 
have Casina. You never wanted to share your toy.
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Lysidamus You think I did that?

Olympic Oh no, of course not. It was Cocus Maximus of Troy who did it.

Lysidamus How can you think I did those things? Moi?

Cleostrata You even need to ask?

Lysidamus If I did it, it was a wicked thing to do.

Cleostrata Go back inside if you wish. I’ll refresh your memory.

Lysidamus Oh don’t worry I’ll take your word for it. But my dear wife, take pity on 
an old man. Beg her, Myrrhina. If I ever try to make love to Casina 
again, or if I even think about it, you have my permission to hang me up 
and whip me.

Myrrhina I think he’s serious this time, Cleostrata.

Cleostrata Fine, you win. But my reason for forgiveness, sir, is so as not to make a 
long play any longer. They’ll be walking out soon.

Lysidamus You’re not angry?

Cleostrata I'm not angry.

Lysidamus You promise?

Cleostrata Yes!

Lysidamus There is not a husband in this world that is luckier than me, my dear wife.

Cleostrata (To Chalinus) Right you, give him back his stick and cloak.

Chalinus Here, have them. But I’m not happy I tell you. I married two men today 
and not one of them treated me like a lady.

Epilogue

Spectators, I shall now tell you what’s about to happen indoors. We will find out that 
Casina is the daughter of this man next door (pointing to Alcesimus ’ house) and she will 
be married to the young Euthynicus. The son, you remember. Now you must hold up 
your end of the bargain and applaud us well. Each man who claps his hands red raw 
shall forever deceive his wife and receive a whore. If he doesn’t, he will be sent off to 
bed with a Billy-goat that smells of bile.
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Appendix Two 
Casina: Draft Two
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Casina

Characters

Prologue

Olympio - a country slave of Lysidamus 

Chalinus - a city slave of Lysidamus 

Cleostrata - the wife of Lysidamus 

Pardalisca - her maid 

Myrrhina - the wife of Alcesimus 

Lysidamus - an old Athenian man 

Alcesimus - his friend 

Cocus - a cook

There should be graffiti in Latin around the stage.

The Prologue can be played by any of the characters. He should be played ‘camp '. The 
Prologue is free to improvise and to interact with the audience.

Prologue Salvete most frightful plebs. I am your Prologue for the evening. Well? 
Where’s the applause?

Waits for applause

Well aren’t you a sophisticated bunch? An ancient Roman 
comedy, eh? You can cut the act; the cast is paid well enough for that. 
But if you’re a lover of the Roman tongue - not like that Madam 
(indicating someone in the audience), it’s not that sort of show ... yet - 
then this is the comedy for you. Nothing like these new alternative shows 
where the stand-up just insults the pitiful punters. (Half-aside) Like you.

Now all you pensioners probably saw the play in the original, so I 
hope this version doesn’t disappoint. The youngsters aren’t as familiar 
with the infamy of Plautus, but there’s not much to know so you’ll soon 
catch up. Back in the day this play was the best of its kind, you know. 
Performed in an era of the mightiest poets. I wish I could say the same
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for today.

Right. The play has begun, so forget your cares and miserable 
existence. The streets are silent, since all the hallions are here, and the 
bankers are locked up draining your accounts. Since there’s nothing 
between your ears let me fill the void and I’ll give this play a title. 
Pilfering Plautus picked a Greek production and called it Sortientes, The 
Lot-Drawers in English. The translator took Plautus’ cue, butchered the 
Latin, and called it Casina.

(Indicating the stage) A street, ancient Rome. On your left, the 
house of Lysidamus. On the right, the house of Alcesimus. Now how 
about a little song to warm you up? Yes? Good.

Now give me your patience a wee moment longer,

I’ll keep it snappy since you’re getting no younger.

Let me fill you in on the word on the street;

See this whole mess began before you took your seat.

In this play we have a husband, son and wife,

A nagging sort of goat who’s the bane of his life. 

Their slave long ago put this story in the cooker,

He found a baby on the street and greedily took her.

It’s now some years on and the wife’s brought her up. 

The girl’s a young woman with double-D cups.

Now Casina’s so hot she’s really quite cool.

We’re wading knee-deep in Dad and son’s drool.

The battle’s now on between father and son, 

Their sword’s risen up if you’ll excuse the pun. 

The old man’s beginning to get a bit lairy,

And he’s scheming to pop poor Casina’s cherry.



254

Since a master can sleep with a slave-girl or man, 

Lysidamus came up with a cunning plan:

Get his servant Olympio hitched to the maid 

So he too could lend his marital aid.

But the son Euthynicus he’d had the same thinking, 

And of her man’s plan the wife had an inkling.

So together they would toil to steal the husband’s prey, 

Well they would if he hadn’t sent the son away.

So it’s with great sadness that I must let you know.

The son Euthynicus forms no part of this show.

At the end of the plot he’d have played a major factor, 

But this company’s too cheap to pay another actor.

Yes, yes, I know what you’re thinking. “Slaves can marry? 
What’s next? Mixed race, mixed religion, civil partnership?” No. I 
wouldn’t want you to walk out just yet. But these things happen you 
know. In exotic places. Like England. Does anyone dare disagree? I’ll 
bet you a pint of the finest if I’m wrong. Actually, judging by the state of 
you all, you’re drunk enough already.

Anyhoo, back to the wee hotty. After all the family’s efforts we’ll 
soon find out she’s no slave at all, but the chaste and freeborn daughter of 
an Athenian citizen. Bless. And chaste she’ll remain. At least until the 
end of the show. Slip her a quid and she could be anyone’s. Even yours 
Sir (indicating someone in the audience). I’d take it while you can.

That’s enough of me, I’ll release the actors. Goodbye for now, be 
strong and fight for your beliefs. Per unitatem vis!

Olympio enters from the side of Lysidamus ’ house followed by Chalinus. Olympio 
speaks with a country accent, Chalinus with a strong Belfast one.

Olympio Hey boy, what are you looking?
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Chalinus I wanna buy you a pint. What do you reckon? I’m gonna follow your 
every footstep, you still think you’ll get Casina?

Olympic What’s it to you?

Chalinus Everything. And what are you doing in my city, you culchie? You 
should be running after sheep, not my fiancee.

Olympic Never you worry, Chalinus, once I snare my racy prey I’ll get out of your 
road and I’ll take her up the aisle.

Chalinus Not if I beat your bake in first.

Olympic Oh I’ll have fun with you at my wedding, on my turf.

Chalinus Aye and you’ll do what?

Olympic I’ll make you slave like you’ve never slaved before. And when you’ve 
carted all the water on your back you’ll be so bent even your master 
won’t want you. Then you’ll be sent off to the bed you deserve.

Chalinus And where will I sleep?

Olympic Oh you won’t sleep, boy. You’ll be tied to my bedroom window listening 
to our hot spicy kisses. You’ll hear my little wife moaning, “Oh 
Olympic, my sustenance, my soul, my sexy stud, let me kiss your 
sparkling eyes.” And you, you snake, will writhe and squirm at her 
honey-coated words. Now away with you.

Olympic enters the house, followed by Chalinus.

Enter Cleostrata and Pardalisca from the house. Cleostrata speaks with a Malone Road
accent, Pardalisca with a Cockney one.

Cleostrata {To servants inside) Lock the pantry and bring me the key. I’m off to see 
Myrrhina. If he's looking for me, I’ll be next door.

Pardalisca Master wanted a lunch made up Ma’am.

Cleostrata Silence. Back to work. {Pardalisca goes back inside). I will have my 
revenge. The servants shall cook nothing, not while that dirty brute puts 
his boorish lust before his family. I’ll add a side of hunger to his thirst for 
Casina. I’ll see what Myrrhina thinks. {Myrrhina’s door creaks). She’s 
going out, bad timing.
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Enter Myrrhina from her house.

Myrrhina Come on, servants. Are you listening? If my husband asks, I’m next 
door. I’m bored to tears on my own. Where’s my needle and thread?

Cleostrata Ave Myrrhina.

Myrrhina Oh hello Cleostrata. Quid agis?

Cleostrata What’s usually up with an unhappily married woman?

Myrrhina What’s wrong? A problem shared...

Cleostrata You’re right. I couldn’t ask for a better neighbour.

Myrrhina Likewise. But what is it {getting irritated)!

Cleostrata It’s my husband.

Myrrhina What did he do?

Cleostrata He treats me like a slave. Rights, justice, respect, what are they? I don’t 
get any from my husband.

Myrrhina Strange, it’s normally the husband who doesn't get any from his wife.

Cleostrata You know my wee slave girl, the one I brought up? That pig is trying to 
marry her off to his overseer. But only because he’s after her.

Myrrhina Would you calm down? That’s no way for a lady to talk.

Cleostrata I can say what I like, there’s no men here (indicating audience).

Myrrhina True, but listen. What’s yours is your husband’s, right? Women don’t, 
and shouldn’t, own property, (to audience) right? Ergo, the girl belongs 
to him.

Cleostrata I’m at a loss for words.

Myrrhina Good, then hush. As long as you’re comfortable, as long as you’re a kept 
woman, allow him his little affairs, allow him his freedom. It’s the least a 
housewife can do.

Cleostrata Whose side are you on?

Myrrhina Look, there’s one thing you never want to hear a husband say.

Cleostrata Which is?
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Myrrhina (Sings) Hit the road, hack, and don’t you come back, no more, no more
no more, no more.

Cleostrata Shush!

Myrrhina What?

Cleostrata Look!

Myrrhina Where?

Cleostrata There! My husband! Quick, inside.

Myrrhina I’m going, Tm going.

Cleostrata We’ll continue this later. Bye.

Myrrhina Vale.

Myrrhina exits to her house. Cleostrata remains in her doorway. 

Enter Lysidamus from the forum.

Lysidamus Love warms the heart with a roaring fire.

Plucks your nerves like the strings of a lyre.

Turns nightmares into cloudy dreams,

Makes heavenly songs from piercing screams.

Why cook with any other spice,

When seasons of love alone suffice?

Bitter bile turns to sticky honey

And the letch to a tiny fluffy bunny.

Now with Casina lighting my life,

I’m dressing myself up sharp as a knife.

And, as an extra alluring device,

I’m drowning myself in sexy Old Spice.
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Cleostrata

But there’s my wife with her sourdough bake. I must sweeten her up. 
Hello my little cookie-wookie, what are you up to?

Get your hand off me. Who knows where it’s been.

Lysidamus Why is my Juno so angry with her Jupiter? Where are you going?

Cleostrata Let me go!

Lysidamus Wait.

Cleostrata No!

Lysidamus Then I’ll follow you.

Cleostrata Have you gone mad?

Lysidamus I’m madly in love. With you, my muffin.

Cleostrata I don’t want your love.

Lysidamus Ah but it’s unconditional.

Cleostrata It’s going to suffocate me.

Lysidamus (Under his breath) I wish it would.

Cleostrata (Overhearing) I can well believe it.

Lysidamus Give me a kiss my little cream puff.

Cleostrata I couldn’t stomach it you little fruit cake. What’s that stench?

Lysidamus (Aside) She’s on to me. (Wipes his face and neck with his cloak). Curse 
the man who sold me this poison.

Cleostrata You flea of a dog. Look at the state of you, an old man prancing through 
the streets, dripping with perfume.

Lysidamus It’s not mine, it was a friend, he was buying some aftershave.

Cleostrata Where, in a brothel?

Lysidamus In a brothel?

Cleostrata I know more than you credit me for.
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Lysidamus What do you know?

Cleostrata I know you’re as useful as a kick up the (looks around) A-R-S-E. Where 
were you whoring about this time? Look at you, you’re sweating wine, 
your cloak’s a state.

Lysidamus May Venus strike me down if I had so much as a mouthful of wine today.

Cleostrata Whatever you say. Eat, drink, ruin your life. What do I care?

Lysidamus That’s enough, woman. Leave some nagging for tomorrow’s fight. Now, 
are you going to obey your husband?

Cleostrata Obey you in what?

Lysidamus Casina. Leave her to marry Olympio. He’s a good slave, and she’ll have 
enough water, warmth, wood and clothes. Enough to raise kids. Could 
Chalinus give her that?

Cleostrata Have you forgotten your place old man?

Lysidamus What do you mean?

Cleostrata Leave me be to look after my own maid-servants in peace. They’re under 
my care.

Lysidamus But how can you give Casina to that eejit?

Cleostrata It’s for our only son. So he can have her. It’s our duty to help him.

Lysidamus And Tm his only father. He should be trying to please me.

Cleostrata You’re digging a ditch for yourself.

Lysidamus (Aside) She knows. (Aloud) A ditch?

Cleostrata A ditch. Why are you stuttering? Why are you so keen to play Cupid?

Lysidamus I’m a romantic, dear wife. I’d rather give her to a loving slave.

Cleostrata What if I persuade Olympio to give her to Chalinus?

Lysidamus And what if I persuade Chalinus to give her to Olympio? And 1 believe I
can.

Cleostrata You’re on. I shall call Chalinus out. You speak to him, I’ll speak to the 
bailiff.



Lysidamus Good.

Cleostrata Then we’ll see who is the better orator.

Cleostrata exits.

Lysidamus Some wife. Fm being tortured by love and she’s tightening the chains.
Til death do us part is right. She must have figured it all out. Why else 
would she want to help that piece of dirt?

Chalinus enters unseen.
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Chalinus

May Chalinus incur the wrath of Jupiter if he disobeys me.

You were looking me?

Lysidamus 1 called, yes.

Chalinus Well what do you want?

Lysidamus First wipe that look off your face when you speak to me, you rat. Now 
I’ve considered you a decent fellow for a long time.

Chalinus So set me free.

Lysidamus You have to do as you’re told first.

Chalinus And what I am told?

Lysidamus I promised Casina to Olympio. Give her up.

Chalinus And your wife gave her to me.

Lysidamus Would you prefer to be free and single, or live your life in slavery with a 
wife?

Chalinus Well let’s see. If I was free, I’d have to like buy my own food. And if I 
was single, I’d have to buy my own girls. No contest. She stays with me.

Lysidamus Go tell my wife to get out here. And bring a jug of water and some lots.

Chalinus Right.

Lysidamus If I can’t persuade you I’ll let the lots decide.

Chalinus The lots will go my way if they know what’s good for them.

Lysidamus Excruciating torture will go your way.
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Chalinus She wants to marry me. Nothing can change that.

Lysidamus Get out of my sight.

Chalinus Alright, calm down. Exit Chalinus.

Lysidamus What if Olympio’s fallen for the wife’s smooth talk? Should my hope 
slip away, I’ll take my sword for a pillow and lay down to sleep. Good, 
here’s Olympio.

Enter Olympio.

Olympio (Shouting inside to Cleostrata) I’d sooner hop in an oven and bake my 
brains before I’d agree to that. What’s your obsession with threatening 
me with captivity? I can be free any time I want.

Lysidamus Who are you arguing with?

Olympio The same cheeky mare you always argue with?

Lysidamus My wife?

Olympio Wife? More like a wolf who needs trained.

Lysidamus What do you mean?

Olympio She was begging me to ditch Casina. Casina!

Lysidamus And what did you say?

Olympio I said I wouldn’t give her to Jupiter himself if he begged me.

Lysidamus Bless you my boy!

Olympio She’s like a big rotten tomato about to explode in there.

Lysidamus I wish she would explode.

Olympio If you were man enough she would, boy. I’m sick to death of this affair 
now. Your wife hates me, your son’s going to kill me.

Lysidamus Look, as long as Jupiter is on your side (indicating himself) the lesser 
gods are worthless to you.

Olympio What a load of cow-dung. Tell me this: if you should kick the bucket, 
and your kingdom falls to the lesser gods, who’ll have my back then?

Lysidamus It will all be fine. As long as we work together to get me into Casina’s
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Olympic It’ll never work. Not while your wife hates me.

Lysidamus OK, here’s the plan. I’m going to place lots in a jug of water, then we’ll 
draw for you and Chalinus. It’s time to raise the swords.

Olympic And if you choose the wrong lot?

Lysidamus The gods will see us through.

Olympic I don’t trust them’uns. Everyone supports the gods, and plenty get 
screwed over.

Lysidamus Silence.

Olympic Why?

Lysidamus There’s Chalinus. Swords at the ready.

Enter Chalinus with the jug and lots. Cleostrata is at the door.

Cleostrata What does he want me to do?

Chalinus Well ideally he wants you to piss off altogether.

Cleostrata I’d believe it. OK, right foot first, on we march.

Chalinus Everything’s here: lots, a jug, a wife, myself.

Olympic That’s one too many, hey.

Chalinus Aye, I can imagine. Look at you sweating already.

Lysidamus Silence! (Strikes Chalinus).

Chalinus Hit him!

Olympic No him, he enjoys a bit of a beating.

Lysidamus Give me the lots. Pay attention. Now little wifey, I thought I could 
persuade you to let me marry Casina.

Cleostrata Let you marry her?

Lysidamus Meus deus, I meant him, let me marry him. Her! I’m a bit confused.

Cleostrata So it seems.
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Lysidamus I thought I could persuade you to let me marry Casina to him. Is that 
right? Yes I’m on target now.

Cleostrata Makes a change.

Lysidamus Moving on. Olympio and I come before you as suppliants.

Cleostrata Why for?

Lysidamus Go on, give him Casina! Please.

Cleostrata No.

Lysidamus Well then I think they should draw lots. It’s the fairest way.

Cleostrata Fine.

Lysidamus Right, you take this lot (to Olympio). What does it say?

Olympio One.

Chalinus Why does he get the first lot? That’s bad craic that is.

Lysidamus Take this one.

Chalinus Give me it! Here, what if there’s another lot in there?

Lysidamus You think we’re all cheats like you?

Cleostrata Calm down, Chalinus, there’s nothing else there.

Chalinus Give me luck Jupiter.

Olympio Give him a kick up the arse. Is that lot made of wood?

Chalinus What’s it to you?

Olympio Wood floats in water.

Lysidamus Shut up! Throw your lots in the water. Woman, make sure it’s fair.

Olympio Here, you can’t be trusting women.

Lysidamus Positive mental attitude, Olympio.

Olympio The witch will probably curse them.

Lysidamus Shush. Pray.

Olympio I pray to the gods...
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Chalinus That you’ll be fed to the boars.

Olympio That luck will...

Chalinus Hang you up by the feet.

Olympio Beat your brains and serve them for breakfast.

Chalinus Scared, are we? You should be getting...

Lysidamus Pay attention!

Olympio I’m listening.

Lysidamus Cleostrata, you draw the lots.

Olympio Come on, this is killing me.

Chalinus I’ll put you out of your misery.

Cleostrata My pleasure.

Chalinus I pray to the gods that the jug swallows your lot.

Olympio Just because you swallow everything in sight. I hope your lot dissolves

Chalinus The whip will dissolve you into a thousand pieces.

Lysidamus Drop it, Olympio. May the luck be with me!

Olympio Me too!

Chalinus No!

Olympio Si!

Chalinus Nyet!

Cleostrata (To Olympio) Loser!

Lysidamus Hit him, Olympio! Chalinus, you drop that hand this instant.

Olympio Shall I slap him, sir?

Lysidamus Shall you slap him, sir? Punch him like a man, boy!

Olympio Take that! (Hits Chalinus)

Cleostrata Why are you doing that?
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Olympic Jupiter ordered me ma’am.

Cleostrata Punch him back, Chalinus.

Olympic Jupiter!

Lysidamus Why are you hitting that man?

Chalinus Juno made me, sir.

Lysidamus I’m not even dead and she’s giving orders.

Cleostrata Chalinus can talk just as much as this one.

Lysidamus Trouble’s coming your way, Chalinus, I’m warning you.

Chalinus Some warning after I’ve already been beat like.

Lysidamus Draw, woman, draw. You two, shut up and watch. My heart’s become 
quite the gymnast, somersaulting all over the place.

Cleostrata Here (drawing the lot), I’ve got one.

Lysidamus Pull it out, pull it out!

Chalinus Ready to gurn, wee lad?

Olympic Let me see it. I’ve won? I’ve won!

Chalinus What!

Lysidamus The gods are with us, Olympic. Start preparing the wedding, wifey dear.

Cleostrata Your wish is my command.

Lysidamus I know you’re annoyed but do it all the same.

Cleostrata I am at your service. (Exits)

Lysidamus We should go make sure they hasten.

Olympic Why wouldn’t they??

Lysidamus I’m saying no more in front of your man (indicating Chalinus).

Lysidamus and Olympia exit. Chalinus remains onstage.

Chalinus If I were to hang myself now they’d take too much pleasure. And what’s 
the point, I’m dead already. Casina is to marry the bailiff. But why’s the 
old man so eager to give him Casina. Why was he so scared? Why was
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he so happy when they won? (Lysidamus and Olympic enter from the 
house) Let’s hear what they’ve got to say.

Chalinus hides onstage.

Olympic Just wait till he comes to the country; I’ll sort him out then.

Lysidamus Good. If Chalinus was about I’d have sent him off to the market instead 
to add to his misery.

Chalinus One tortures while the other torments. Look at him mincing about all in 
white.

Olympic Lm a good slave, amn’t I? I made it all possible. Soon you’ll be 
snuggled up with the love of your life. And you’re wife will be none the 
wiser.

Lysidamus Oh Olympic, it’s all I can do to stop myself kissing your sweet pouty lips 
my man.

Chalinus I think the old man wants to get stuck into his bowels. Fruit.

Olympic Love me now, do you?

Lysidamus More than life itself! Oh let me hug you!

Olympic Ah go on.

Lysidamus Oh kissing you is like licking a beehive dripping with honey.

Olympic Get off!

Chalinus So that’s why he made him his bailiff. He tried to give me that job once.

Olympic I’ve pleased you today haven’t I?

Lysidamus I’ll never have a better friend than you, Olympic.

Chalinus These lads will be arse about face soon.

Lysidamus I can’t wait to kiss Casina, away from the piercing eyes of my wife.

Chalinus He’s in love with Casina! I’ve got them now.

Lysidamus I’m dying to touch her.

Olympic At least let me have her first. What’s the rush?

Lysidamus I love her.
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Olympic Can we pull this off in one day?

Lysidamus We will if you want to be a freed man tomorrow.

Chalinus Happy days. I'll capture two rats at once.

Lysidamus I’ve told Alcesimus all about my love and he’s happy to help out.

Olympio And his wife?

Lysidamus It’s taken care of. My wife will call her over to help prepare the wedding, 
and I’ll make sure Alcesimus is out of the way. You’ll take Casina to the 
farm, but that farm will be there (pointing next door). Then I’ll help 
Casina to celebrate her wedding night. Before dawn breaks you will take 
her to the real farm.

Olympio Very clever.

Chalinus That’s right, keep talking.

Lysidamus Right, do you know what to do now?

Olympio Tell me.

Lysidamus Take this wallet and quickly get some food. Good food, mind. 
Something succulent to suit the sumptuous bride.

Olympio OK.

Lysidamus Buy some crafty cuttlefish, sneaky snails, cocky cockles, and titillating 
tuna.

Chalinus Well this is all a bit fishy.

Lysidamus And sole.

Chalinus Why not the whole shoe so I can beat your wasted soul out of you?

Olympio Any other fish?

Lysidamus That’s enough. Sure I’ve an old trout at home.

Olympio I’ll see what I can get.

Lysidamus And don’t be tight with money. Right off to the fishmonger’s with you 
while I check up on my neighbour. Vale.

Lysidamus goes to his neighbour’s house, Olympia goes to the forum. Chalinus takes
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centre stage.

Chalinus I’ve got my enemies at the tip of my sword now. The battle’s ours. The 
omens are with us. The conquered conquer. I’ll go add some spice to 
what the cook’s been cooking; what he’s prepared I’ll unprepare, and he 
won’t be prepared for what I have prepared.

Chalinus exits.

Lysidamus and Alcesimus exit Alcesimus ’ house.

Lysidamus Now we’ll see how much of a friend you are, Alcesimus. The proof will

Alcesimus

be proved, the contest will be contested. And so help me if I hear one 
more time, ‘but look at your grey hair,’ ‘cradle-snatcher,’ ‘what about 
your wife?’ You can definitely cut that out.

Never before have I seen a man so miserable from love.

Lysidamus Just make sure the house is empty.

Alcesimus Of course. The wife and slaves will be sent to your house.

Lysidamus And make sure they come with food.

Alcesimus Of course.

Lysidamus Good. You get everything ready. I’m off to the forum. Won’t be long.

Alcesimus Enjoy your walk.

Lysidamus And Alcesimus, make sure you’re house learns to speak.

Alcesimus Why’s that?

Lysidamus Because after tonight these walls are gonna talk.

Alcesimus You should be locked up for that.

Lysidamus What’s the point of being in love if I can’t be witty? Now make sure you 
stay here.

Alcesimus I will.

Alcesimus goes into his house and Lysidamus goes to the forum.

Enter Cleostrata from her house.

Cleostrata So this is why he ordered my neighbour over here. Well I’ll be inviting 
no one. (Alcesimus exits his house) Here comes the pillar of society, the
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Alcesimus

pimp himself.

(Seeing Cleostrata) Salve Cleostrata.

Cleostrata Yes. Where is your wife?

Alcesimus She’s all dolled up waiting around for an invitation. Your husband 
begged me to send her over. Shall I call her?

Cleostrata No, don’t bother. I don’t want to disturb her.

Alcesimus She’s not busy.

Cleostrata I’ll see her later.

Alcesimus Aren’t you preparing for the wedding?

Cleostrata I am.

Alcesimus Don’t you want a bit of help?

Cleostrata I don’t. My servants are helping. I’ll see her after the wedding. 
Goodbye (Cleostrata goes inside).

Alcesimus What the hell am I going to do now? I’ve buggered it all up because of 
that toothless hussy. Why won’t she invite her? She must have figured it 
all out! But surely she would have mentioned it. I’ll go bring the old 
barge back to the port then. (Goes into his house)

Cleostrata (Emerging from her house) I can’t wait till Lysidamus comes home to 
watch them argue this out. The fools. (Seeing Lysidamus) There’s the 
cock strutting over now. His gloomy face makes him look almost 
virtuous. (Goes back into the doorway).

Enter Lysidamus.

Lysidamus How incredibly stupid for a man to head to the forum the day his sweet 
love awaits him. I curse that stupid relative. I’m glad he lost his case so 
he won’t be calling me back. Someone who summons a witness should 
really check his mental state. (Seeing his wife) Do you think she heard 
me?

Cleostrata (Aside) What does he take me for?

Lysidamus (To Cleostrata) What are you up to, my fountain of delight?

Cleostrata Waiting for you.
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Lysidamus Is everything ready for the wedding? Is Myrrhina helping you?

Cleostrata I did as you ordered. But your friend over there said he wouldn’t send her 
if I invited her.

Lysidamus That’s your problem, you know, you’re not seductive enough.

Cleostrata That’s the job of a whore, not a wife. Invite her yourself, dear husband, 
I’m busy.

Lysidamus Hurry up then.

Cleostrata (Aside) I’ll put the fear in him now. Time to roughen up the smooth 
talker.

Enter Alcesimus from his house.

Alcesimus I can’t believe the mockery he made of me and my wife, the devil. There 
he is now. (To Lysidamus) I was looking for you.

Lysidamus You should be avoiding me! What did I order you to do? What did I beg 
you to do?

Alcesimus What?

Lysidamus Evict your wife and slaves from the house. That’s it. Simple. You’ve 
ruined everything.

Alcesimus Go hang yourself, Lysidamus. You told me your wife would invite my 
wife.

Lysidamus She said she invited her and you wouldn’t let her out.

Alcesimus She told me she didn’t want her help.

Lysidamus Well she told me to go get her.

Alcesimus Women. Well I don’t care anymore.

Lysidamus Well you’ll be the death of me, Alcesimus.

Alcesimus Well even better. Why I’m just dying to...

Lysidamus Well?

Alcesimus Well, do something awful.

Lysidamus Well me too. I’ll make sure everything’s zwwell for you today.
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Alcesimus Well then. For my final well-wishes, I hope you fall down a bloody well.

Lysidamus Are you going to send your wife over?

Alcesimus Send her, your wife and your girl off to Hades for all I care. Away with 
you, I’ll take care of it.

Lysidamus You’re a good friend, Alcesimus. (Alcesimus exits to his house) What 
omen cursed me when I fell in love? What did I ever do to Venus that 
she should throw many obstacles my way. (A racket begins inside the 
house) What the devil is that clamour in my house?

Enter Pardalisca from the house.

Pardalisca I’m done. I’m done. I’m dead, dead, dead. My heart’s died a thousand 
deaths and my poor limbs are shaking. Oh woe is me. I don’t know 
where to find help, protection, shelter. Such strange things I just saw 
inside, such horrific things I just heard. (Shouting inside) Look out for 
yourself, Cleostrata, get away from her in case she does you in. Grab 
hold of that sword, she’s out of her mind!

Lysidamus What’s going on? Pardalisca?

Pardalisca Oh where does this sweet sound of safety hail from?

Lysidamus Look at me for goodness sake.

Pardalisca Oh master...

Lysidamus What’s wrong with you? Why are you so scared?

Pardalisca I’m done for.

Lysidamus You’re done for?

Pardalisca And you’re done for.

Lysidamus What?

Pardalisca I’m done for, you’re done for, he, she, it’s done for. We’re done for! 
Woe is you!

Lysidamus Woe is you more like.

Pardalisca Oh how faint I feel, don’t let me fall sir.

Lysidamus (Alarmed) Why? What is it?
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Pardalisca Hold up my bosom, sir, fan me with your cloak!

Lysidamus You haven’t been binging with Bacchus, have you?

Pardalisca Oh cover my little ears.

Lysidamus Damn your ear, damn you bosom. Tell me what’s going on right now or 
I’ll bash the brains out of you.

Pardalisca Master...

Lysidamus Yes?

Pardalisca You’re being mean.

Lysidamus Too right. But tell me, in a minimum of words, what is all that racket 
about?

Pardalisca Well listen and you’ll find out. Your maid was doing awful, awful things 
inside, things not fitting for the Roman custom. Or any custom really.

Lysidamus What did she do?

Pardalisca I’m so scared, my tongue’s in a tizzy.

Lysidamus Will you just tell me what’s going on?

Pardalisca I’m telling you. You know your maid, Casina? Inside she eh...

Lysidamus Inside she what? What did she do?

Pardalisca She’s went ballistic, threatening her husband, his life. She...

Lysidamus Spit it out!

Pardalisca Eh...

Lysidamus Eh?

Pardalisca She wants to do him in, sir, kill him. Sword!

Lysidamus Phew.

Pardalisca Sword!

Lysidamus What about the sword?

Pardalisca She has one.
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Lysidamus Why has she got a sword?

Pardalisca She’s trying to chop everyone up. No one can get near her. People are 
hiding everywhere.

Lysidamus Oh I’m dead, dead, dead. What evil has gotten into her?

Pardalisca She’s gone mad.

Lysidamus Can my luck get any worse?

Pardalisca If only you knew what she was saying earlier.

Lysidamus What did she say?

Pardalisca She swore to all the gods she would kill whoever slept with her tonight.

Lysidamus Kill me?

Pardalisca Kill you, sir? No, sir. What’s it to you, sir?

Lysidamus Eh I meant to say bailiff. She wants to kill my bailiff?

Pardalisca (Aside) What a fool.

Lysidamus Why, is she threatening me too?

Pardalisca She’s angrier at you than anyone else.

Lysidamus Why?

Pardalisca You wouldn’t let her marry Olympio. She said neither you, nor her, nor 
her husband will live to see tomorrow.

Lysidamus This will be the end of me! How unlucky is love.

Pardalisca (Aside) A little game I like to call trick the trickster. Everything I said 
was a lie. My mistress and her neighbour invented it, and I was sent to 
play it.

Lysidamus Pardalisca?

Pardalisca Yes?

Lysidamus There’s...

Pardalisca What?

Lysidamus There’s something I want to ask you.
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Pardalisca What?

Lysidamus Does Casina still have the sword?

Pardalisca Two swords.

Lysidamus Why two?

Pardalisca One for you, one for Olympio.

Lysidamus I’m the deadest man alive. Why didn’t Cleostrata take them off her?

Pardalisca No one dares go near her.

Lysidamus Why doesn’t she appease her?

Pardalisca She’s trying. But she says she won’t put them down until it’s agreed she 
won’t be given to the bailiff.

Lysidamus Just for the insolence she will marry him today! Why should she not 
want to marry me? The bailiff!

Pardalisca You make that mistake pretty often, sir.

Lysidamus My tongue’s paralysed with fear. Please, I beg you, tell my wife to 
convince her to put down the sword and let me come in.

Pardalisca Ok.

Lysidamus You’ll beg her?

Pardalisca Ok.

Lysidamus If you do persuade her I’ll give you some sandals, and a gold ring, and 
other pretty things.

Pardalisca Ok.

Lysidamus Make sure you do.

Pardalisca I would if you’d ever shut your face. (Pardalisca exits into the house)

Lysidamus There’s my man now with a parade of provisions.

Olympio, Cocus, and some assistants.

Olympic Cocus, Cocus! Keep your thorns in check (indicating the assistants).

Cocus Why thorns?
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Olympic Whatever they touch, they prick. You pull away and they rip you to 
shreds. Always doing twice the damage.

Cocus Give it a rest.

Olympic (Seeing Lysidamus) Ah there’s my master.

Lysidamus Salve my good man.

Olympic Just good?

Lysidamus What’s the latest?

Olympic You’re in love and horny, and I’m hungry and thirsty.

Lysidamus What a perfect amount of food. Perfect. Succulent.

Olympic Aye, I can’t wait to finally get my mouth around it.

Lysidamus I can imagine.

Olympic Give me a break, sir.

Lysidamus What’s the matter with you?

Olympic This (points to the food). I’m starving.

Lysidamus Come here, I’ll fill you up (trying to embrace him).

Olympic Get off me or I’ll vomit on you.

Lysidamus Listen here. I’m the master.

Olympic Whose master?

Lysidamus I’m the master you slave for.

Olympic I’m a slave?

Lysidamus My slave.

Olympic I’m not a slave, I’m a freedman, remember?

Lysidamus Would you stand at peace!

Olympic Get off me!

Lysidamus Alright. I am your humble slave, my master.

Olympic Good.
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Lysidamus I beseech you, my dear Olympic, my master, my patron.

Olympic Better.

Lysidamus I am all yours.

Olympic Sure what use have I for a slave?

Lysidamus When will you make a decent man of me, master?

Olympic When will dinner be ready?

Lysidamus When you order this lot to get cooking.

Olympic (To cook) Cocus! Cocus! Go speed things up. Fix me up a festive feast 
with winning wine. No Roman remains for me tonight. (To Lysidamus) 
Right, will we go in?

Lysidamus About that. Eh, Casina’s inside waiting to stab us with a sword.

Olympic She’s a woman. It’s her wedding day. Leave her be. Let’s go.

Lysidamus I’m right behind you.

Lysidamus and Olympic exit into house pushing each other to the front. 

Enter Pardalisca.

Pardalisca No games in the whole of Rome or Athens are as fun as this. The house 
is absolute mayhem. The old man hopping about the kitchen, shouting at 
the cooks. And Olympic, he’s strutting about all in white and wearing a 
crown. And the wives are working on Chalinus in the bedroom. You see 
he’s going to be the wife instead of Casina. The cooks are working hard 
to spoil the broth. Knocking over pots, throwing water on the fire, 
anything the women want. The women are doing everything in their 
power to starve the old man so they can stretch their own stomachs, the 
gorbs. Shush, someone’s coming.

Enter Lysidamus from his house.

Lysidamus (Shouting in to Cleostrata) You women might as well eat the dinner when 
it’s ready; I would like to accompany the new bride and groom to the 
farm. I know what men are like, and I don’t want anyone running off 
with her. Now go quickly and send the happy couple out or we’ll never 
get there before dark. I’ll see you tomorrow. Tomorrow I'll have my 
feast.
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Pardalisca It’s working. He’s going out empty-stomached.

Lysidamus (Seeing Pardalisca) What are you doing here?

Pardalisca Following my mistress’ orders, sir.

Lysidamus And did she order you to loiter?

Pardalisca I’m not loitering.

Lysidamus Away with you. You’re avoiding work and letting everyone else do it.

Pardalisca I’m going, I’m going.

Lysidamus Then go you gutter-worthy whore. (Exit Pardalisca) Has she gone? 
Good. Love is food enough for a hungry man. There he is with the 
wedding torch and garland. My friend, my ally, my husband-in-crime.

Enter Olympio from Lysidamus ’ house.

Olympio Right, flautist, when the bride comes out, fill the street with the sweet 
wedding song. (Sings) Here comes the bride, sword by her side.

Lysidamus How are you, my saviour?

Olympio Tin starving.

Lysidamus And I’m in love!

Olympio What do I care? You’ve been feasting on love while I’ve been fasting on 
food.

Lysidamus I wish that lot would go faster. The quicker I go, the less gets done.

Olympio I’ll sing the wedding song again, that might hurry them up.

Lysidamus Yes try that. I’ll sing along since it’s our joint wedding.

Lysidamus/
Olympio

(Singing) Here comes the bride, ready for a ride. One quick wedding and 
with me she’ll reside.

Lysidamus This is stupid. If I’m going to explode it won’t be in song.

Olympio You’d make for a good bull you know.

Lysidamus Why’s that?

Olympio You’re hard to handle.
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Lysidamus Felt me have you?

Olympio No! Ah here they come now boy.

Lysidamus The gods are on my side after all!

The bridal procession enters with Chalinus dressed as a bride, Pardalisca, Cleostrata, 
and Myrrhina.

Pardalisca (Aside) He’s caught the scent of Casinr/s already. (Aloud) Lift your feet, 
don’t be hurting yourself just yet; you need to be able to stand over your 
husband. When he dresses you, you plunder him. Night and day you 
must deceive him. Never forget this.

Olympio I’ll get her for that.

Lysidamus Shh.

Olympio No.

Lysidamus What’s wrong with you?

Olympio That witch is putting ideas in her head.

Lysidamus Shut up, you’re going to undo all the work I’ve done.

Pardalisca Come on Olympio, come get your wife.

Olympio Give her to me.

Lysidamus (To the maids) You can go inside.

Pardalisca Now do be gentle with our innocent, inexperienced virgin.

Olympio Aye.

Pardalisca Have fun.

Olympio You can go now.

Lysidamus Go.

Pardalisca Goodbye then. (The women leave).

Lysidamus Has my wife gone?

Olympio Don’t worry, she’s in the house.

Lysidamus Tm free, I’m free! (Going over to ‘Casina) Oh my darling, my honey-
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Olympio

pot, my budding flower.

Hands off, she’s mine.

Lysidamus The first bloom is mine.

Olympio Hold this torch.

Lysidamus I’d prefer to hold this one (holding ‘Casina).

Olympio Look at your soft little body my fantastic wee wife. She looks like a 
queen. Ow!

Lysidamus What is it?

Olympio She just stomped on my foot like a herd of elephants.

Lysidamus Shut up. Oh her breast is as soft as a pillow.

Olympio Oh what a pretty wee nipple. Ow!

Lysidamus What?

Olympio She just poked me in the ribs! It was like a battering ram.

Lysidamus Well stop shoving her about then! Look, when I touch the belle, she’s not 
at all belligerent. Hey!

Olympio What?

Lysidamus She nearly rear-ended me with her force!

Olympio Maybe that’s a hint, sir.

Lysidamus Shall we go then?

Olympio Come on, my beauty.

All three exit to Alcesimus ’ house.

Enter Myrrhina, Pardalisca, and Cleostrata from Lysidamus ’ house.

Myrrhina A good meal followed by the wedding games. I’ve never laughed so 
much in my life.

Pardalisca I’d love to know what Chalinus and his new husband are at.

Myrrhina No playwright could ever fabricate such a fantastic plot as this.
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Cleostrata I’d love to see the old man’s face right now. Right, Pardalisca, it’s over 
to you. Humiliate any man who comes out that door.

Pardalisca With pleasure, ma’am.

Myrrhina What can you see through the window? And speak up.

Pardalisca Shh. The door’s creaking.

Olympic enters from the house.

Olympic Oh the shame! What will people say? {To audience) Listen to me while 
I tell you my queer story, if you will. It’s worth hanging around for. I 
took my new wife inside, straight to the honeymoon suite. How fatefully 
dark it was. “Lie down my darling bride,” I says. 1 wanted a piece before 
the old man ruined her. I put her into position, soothing her with soft 
words. I started off slow, in case the old man came back. I asked for a 
kiss to warm her up, but she hit my hand away. I pushed her a bit further 
and locked the door so he couldn’t get in.

Cleostrata (To Pardalisca) You go over now.

Pardalisca Where’s your new wife? She hasn’t left you already?

Olympic Oh no, they know.

Pardalisca Then you might as well come clean. What happened inside? What’s 
Casina doing?

Olympic It’s too shameful.

Pardalisca Go on.

Olympic I can’t.

Pardalisca You can. You got into bed with her I imagine. So what happened? All 
the gory details.

Olympic Somebody might hear us.

Pardalisca (Looking at the audience) There’s no one here. Well hardly anyone. And 
they’re not listening.

Olympic The first thing I felt was...it was very big.

Pardalisca What does that mean? Just tell me what happened.

Olympic Well, I put my hand up, under her dress, you know...and...
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Pardalisca Yes...

Olympic Well, I eh.. .she eh...

Pardalisca Yes...

(Olympic whispers to Pardalisca)

She had a what?

Olympic I know, it was huge. I thought, Zeus, she could kill me with that. She’s 
got a gladius.

Pardalisca What would she be doing with a sword...in bed?

Olympic That’s why I thought it might have been some sort of key.

Pardalisca A capulus! To what?

Olympic Like to her affections.

Pardalisca Just tell me what happened.

Olympic It gets worse.

Pardalisca Was she hiding something up her dress? Had she been stealing 
vegetables in the market?

Olympic You mean like a cucumber?

Pardalisca It was a cucumis?

Olympic No.

Pardalisca Radix?

Olympic No. It wasn’t any sort of vegetable, but whatever it was, it was fully 
grown.

Pardalisca And then what happened?

Olympic I says to her, “Now wife, why do you want to hurt your husband?” Then 
she covered up her, um, lady parts. When I saw she’d barricaded herself 
off, I asked if I could try another entry. She didn’t turn over, didn’t even 
answer me. I got up so I could, you know...

Myrrhina Charming.

Olympic I leant in for a nice long kiss, to sweeten her up. But her beard pricked
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me. So I got down on my knees, and she kicked me in the chest, punched 
me in the face. So I ran out the door, left a bit for the old man.

Pardalisca Fantastic. Where’s your cloak?

Olympic I left it inside, there was no time!

Pardalisca You had enough now of our wedding games?

Olympic Yes, we deserved it. Someone’s coming! Is she after me?

Enter Lysidamus from Alcesimus ’ house.

Lysidamus (To audience) Oh the shame! What will I do? How will I look my wife 
in the face? And I’ve lost my cloak. I wish I’d never had this wedding. 
I’ll have to give myself up. Unless someone want to take my place? My 
shoulders are for it. What? Husband-beating happens you know. 
Decision made: I’ll run.

Enter Chalinus from Alcesimus ’ house.

Chalinus Stop right there, my sexy senex.

Lysidamus What do I do? What do I do? I heard nothing. I’ll keep going.

Chalinus Where are you going? You not want to feel me up, sir? Come back to 
bed.

Lysidamus I’m done for. I’ll go this way. That way’s a shipwreck waiting to 
happen.

Cleostrata Greetings my darling husband.

Lysidamus Oh no, the wife! Wolf on one side, dog on the other. And the wolf has a 
bat. I’d rather risk the dog’s bite.

Myrrhina Where are you going adulterer?

Cleostrata How did you get in such a state, my dear husband? Where’s your 
walking stick? Where’s your cloak?

Myrrhina I reckon he lost his stick when he went for Casina.

Lysidamus This is how I’ll die.

Chalinus Won’t you come back to bed With....(takes off the vez'/?...Casina?

Lysidamus Go hang yourself.
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Chalinus What, don’t you love me?

Cleostrata (Shouting) Answer me! Where’s your cloak?

Lysidamus (Stuttering) It was a Bacchic orgy, sir,

Cleostrata A Bacchic orgy?

Lysidamus Sir yes sir, a Bacchic orgy, sir.

Myrrhina What century are you from? Bacchic orgies are so passe.

Lysidamus (Aside) Damn, I forgot. (Aloud) But you see, the Bacchantes...

Cleostrata What Bacchantes?

Lysidamus Well if you don’t believe me...

Cleostrata You seem afraid.

Lysidamus Do I?

Cleostrata Look how pale you are.

Lysidamus Someone help me. Myrrhina? Chalinus? Olympio, my dear Olympic!

Olympic Me? What do you want me to do? You brought me down with you, you 
dirty brute. You stole my wife, you brought me shame, you...

Lysidamus Oh shut up.

Olympic You’re telling me to shut up? You never intended to give me Casina. 
You never wanted to share your toy. You tried to steal her.

Lysidamus You think I did that? How can you think that?

Cleostrata You need to ask?

Lysidamus Well if I gave that impression. I’m sorry, but I don’t remember saying...

Cleostrata Go back inside if you wish. Chalinus will refresh your memory.

Lysidamus Oh don’t worry I’ll take your word for it. My dear wife, take pity on an 
old man. Beg her, Myrrhina. If I even think about making love to Casina 
again you have my permission to hang me up and whip me.

Myrrhina I think he’s serious this time.

Cleostrata Fine, you win. But my reason for forgiveness, sir, is so as not to make a
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long play any longer.

Lysidamus You’re not angry?

Cleostrata No.

Lysidamus You promise?

Cleostrata Yes!

Lysidamus I’m the luckiest husband alive, my muffin.

Cleostrata (To Chalinus) Give him back his stick and cloak you.

Chalinus Take them. But I’m not happy. I married two men today and not one of 
them made me an honest bride.

(To be said by any of the characters)

Now listen my friends and I’ll let you know 

What’s going to happen after the show.

The son, you know, who was fired from the stage? 

Well enough of your pity, he’s just got engaged. 

Casina it seems is the spawn of Alcesimus 

And is off to marry the young Euthynicus.

But now it’s your turn to play your own part,

Put your hands together and clap with all your heart. 

The men out there who beat their hands sore 

Will deceive their wives and receive a whore.

But those who insult our playwright, think on:

You’ll be sent to bed with just yourself for fun.
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Appendix Three 
Casina: Draft Three
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Ca s in a

Characters

Lysidamus - an old man 

Olympic - country slave of Lysidamus 

Chalinus - city slave of Lysidamus 

Cleostrata - wife of Lysidamus 

Pardalisca - her maid 

Myrrhina - wife of Alcesimus 

Alcesimus - Lysidamus’ neighbour 

Cocus - cook

Extras - musicians, Cocus’ help

All characters are free to improvise and interact with the audience.

The Prologue is played by Lysidamus. He speaks with a Cherryvalley accent. A writer 
sits on-stage typing.

Prologue Salvere iubeo spectatores optumos, fidem qui facitis maxumi, et vos 
Fides. Si verum dixi, signum clarum date mihi, ut vos mi esse aequo iam 
inde a principio sciam. (To audience) Latina? No?

He looks at writer who begins to type

Greetings to our utmost spectators, who hold faith in the highest 
honour, and Faith, you. (Looks at writer, then back at audience) If I have 
spoken the truth, give me a clear sign so that I know from the start that 
you are fair towards me.

Prologue refuses to continue, writer begins writing again

Salvete most frightful plebs. I am your Prologue for the evening. 
Well? Where’s the applause? (Waits for applause) Well aren’t you a 
sophisticated bunch? An ancient Roman comedy, eh? Well, if you’re a 
lover of the Roman tongue - not like that Madam (indicating someone in 
the audience), it’s not that sort of show ... yet - then this is the comedy
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for you. Nothing like these new alternative shows where the stand-up 
just insults the pitiful punters. {Half-aside) Like you.

Now all you pensioners probably saw the play in the original, so I 
hope this version doesn’t disappoint. Our youngsters aren’t as familiar 
with the infamy of Plautus, but there’s not much to know, you'll soon 
catch up. Back in the day this play was the best of its kind, performed in 
an era of the mightiest poets. I wish I could say the same for today.

Right. The play has begun, so forget your cares and miserable 
existence. The streets are silent, since all the hallions are here, and the 
bankers are locked up draining your accounts. Since there’s nothing 
between your ears let me fill the void and I’ll give this play a title. 
Pilfering Plautus picked a Greek production and called it Sortientes, The 
Lot-Drawers in English. The translator took Plautus’ cue, butchered the 
Latin, and called it Casina.

(Indicating the stage) Our scene: a street, ancient Rome. On your 
left, the house of Lysidamus. That’s me. On the right, the house of 
Alcesimus, my neighbour and friend. Now, you’re late and my story has 
begun, so I’ll fill you in. How about a little song to warm you up? Good.

Irish music

Here we have a husband, a son and a wife,

Who’s a nag and a goat and the bane of my life.

A slave long ago put our plot in the cooker,

Found a baby abandoned and kindly took her.

It’s now some years on and my wife’s brought her up. 

The girl’s a young woman with double-D cups. 

Casina’s so hot that she’s really quite cool,

We’re wading knee-deep in some masculine drool.

And the battle’s now on between father and son,

Our swords risen up, please excuse the pun.
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I’m now beginning to get a tad lairy,

And I’m scheming to pop our Casina’s cherry.

Since a master can sleep with a slave-girl or man,

I brightly came up with a cunning plan:

Get my servant Olympic hitched to the maid 

So I too could lend my marital aid.

But my son Euthynicus had had the same thought 

And a whiff of my plan the wife had caught. 

Together they would toil to steal my prey.

What a pity I’ve just now sent my son away.

So it’s with great sadness I must let you know,

My son is no longer a part of this show.

At the end of the plot he’d have played a big factor, 

But this company’s too cheap to pay one more actor.

Yes, yes, I know what you’re thinking. 'Slaves can marry? 
What’s next? Mixed race, mixed religion, civil partnership?’ No. I 
wouldn’t want you walking out just yet. But these things happen you 
know. In exotic places. Like England. Does anyone dare disagree? I’ll 
bet you a pint of the finest if I’m wrong. Actually, judging by the state of 
you all, you’re drunk enough already.

But back to our pretty little slave. After all the family’s efforts 
we’ll soon find out she’s no slave at all, but the chaste and freeborn 
daughter of our next-door neighbour. And chaste she’ll remain. At least 
until the end of the show.

Anyway, that’s enough of me, I’ll release the other actors. 
Goodbye for now, be strong and fight for your beliefs.
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Olympio enters from the side of Lysidamus’ house followed by Chalinus. Olympio 
speaks with a country accent, Chalinus with a strong Belfast one.

Olympio Hey boy, what are you looking?

Chalinus I wanna buy you a pint. What do you reckon, Olympio? I’m staying 
right where I can see you. You still think you’ll get Casina?

Olympio What’s it to you?

Chalinus Everything. And what are you doing in the big smoke, you culchie you? 
You should be running after sheep, not my fiancee.

Olympio Never you worry, Chalinus, I’ll get out of your road. Just as soon as I 
snare my racy prey and take her up the aisle. And I’ll have fun with you 
at my wedding, on my turf.

Chalinus Aye and you’ll do what?

Olympio I’ll make you slave like you’ve never slaved before. First, I’ll make you 
the crupper for the water so...

Chalinus What the fuck’s a crupper?

Olympio ... First, I’ll make you cart all the water on your back so you’ll be so bent 
even your master won’t want you. Then you’ll be sent off to the bed you 
deserve.

Chalinus And where will I sleep?

Olympio Oh you won’t sleep, boy. You’ll be tied to our bedroom window 
listening to our hot spicy kisses. You’ll hear my wee wife moaning, ‘Oh 
Olympio, my sustenance, my soul, my sexy stud, let me kiss your 
sparkling eyes.’ And you, you snake, will writhe and squirm at her 
honey-coated words. Now do some work, you’re doing my head in.

Chalinus {Struggling to pronounce the word) Work?

Olympio enters the house, followed by Chalinus.

Enter Cleostrata and Pardalisca from the house. Cleostrata speaks with a Cherryvalley 
accent, Pardalisca with a Cockney one.

Cleostrata {To servants inside) Pardalisca! Lock the pantry and bring me the key. 
I’m off to see Myrrhina. If he's looking for me, I’ll be next door.
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Pardalisca Master wanted a lunch made up Ma’am.

Cleostrata Silence. Back to work. {Pardalisca goes back inside). I will have my 
revenge. The servants shall cook nothing, not while that dirty brute puts 
his boorish lust before his family. I’ll add a side of hunger to his thirst 
for Casina. I’ll see what Myrrhina thinks. Ah she’s going out, bad 
timing.

Enter Myrrhina from her house. She speaks with a Cherryvalley accent.

Myrrhina Come on, servants. Are you listening? If my husband asks, I’m next 
door with Cleostrata. I’m bored to tears on my own.

Cleostrata Ave, Myrrhina.

Myrrhina Oh hello Cleostrata. {Studying her) Whatever’s wrong?

Cleostrata What’s usually wrong with an unhappily married woman?

Myrrhina You can talk to me. A problem shared...

Cleostrata You’re right. I couldn’t ask for a better neighbour.

Myrrhina Likewise. But what is it?

Cleostrata It’s my husband.

Myrrhina What did he do?

Cleostrata He treats me like a slave. Rights, justice, respect, what are they? I don’t 
get any from my husband.

Myrrhina Strange, it’s normally the husband who doesn’t get any from his wife.

Cleostrata You know my little slave girl, Casina, the one I brought up? That pig is 
trying to marry her off to Olympic. But only because he ’s after her.

Myrrhina Would you calm down? That’s no way for a lady to talk.

Cleostrata I can say what I like, there’s no men here (indicating audience).

Myrrhina True, but listen. What’s yours is your husband’s, right? Women don’t, 
and shouldn’t, own property, {to audience) right? Ergo, the girl belongs 
to him.

Cleostrata I’m at a loss for words.

Myrrhina Good, then hush. As long as you’re comfortable, as long as you’re a kept 
woman, allow him his little affairs, allow him his freedom. It’s the least a



291

housewife can do.

Cleostrata Whose side are you on?

Myrrhina Look, there’s one thing you never want to hear a husband say.

Cleostrata Which is?

Myrrhina (Sings) Hit the road, Cleostrata, and don’t you come back, no more, no
more, no more, no more.

Cleostrata Shush!

Myrrhina What?

Cleostrata Look!

Myrrhina Where?

Cleostrata There! My husband! Quick, inside.

Myrrhina I’m going, I'm going.

Cleostrata We’ll continue this later. Bye.

Myrrhina Vale.

Myrrhina exits to her house. Cleostrata remains in her doorway. Enter Lysidamus from 
the forum.

Medieval music

Lysidamus Love warms the heart with roaring fire,

It plucks your nerves like the strings of a lyre,

Turns nightmares into cloudy dreams,

And heavenly songs from screams.

Why cook with any other spice.

When seasons of our love suffice

To turn bitter bile to sticky honey

And letch to fluffy bunny.



Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Lysidamus

Now with Casina in my life,

I’m all dressed up as sharp as a knife.

And, as an extra sexy device,

I’ve drowned myself in Old Spice.

But there’s my wife with sourdough bake,

Who’ll smile only at my wake,

So sweeten her up I must 

So I can think of my lust.

Ave my little cookie-wookie, what are you up to?

Get your hand off me, Lysidamus. Who knows where it’s been. 

Why is my Juno so angry with her Jupiter? Where are you going 

Let me go!

Wait.

No!

Then I’ll follow you.

Have you gone mad?

I’m madly in love. With you, my muffin.

I don’t want your love.

Ah but it’s unconditional.

It’s going to suffocate me.

(Under his breath) I wish it would.

(Overhearing) I can well believe it.

Give me a kiss my little cream puff.
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Cleostrata I couldn’t stomach it you fruit cake. {Sniffing) What’s that stench?

Lysidamus (Aside; wiping his face and neck with his cloak) Curse the man who sold 
me this poison.

Cleostrata You, you flea of a dog. Look at the state of you, an old man prancing 
through the streets, dripping with perfume.

Lysidamus (Stammering) It’s not mine, it was a friend, he was buying some 
aftershave.

Cleostrata Where, in a brothel?

Lysidamus In a brothel?

Cleostrata I know more than you credit me for.

Lysidamus What do you know?

Cleostrata I know you’re as useful as a kick up the (looks around) B-U-M. Where 
were you traipsing about this time? Look at you, you’re sweating wine, 
your cloak’s a state.

Lysidamus {Urinating in the corner) May Venus strike me down if I had so much as 
a mouthful of wine today.

Cleostrata Whatever you say. Eat, drink, ruin your life. What do I care?

Lysidamus That’s enough, woman. Leave some nagging for tomorrow. Now, are 
you going to obey your husband?

Cleostrata Obey you in what?

Lysidamus Casina. Leave her to marry Olympio. Come on, Cleostrata, he’s a good 
slave; she’ll have enough to raise children. Could Chalinus give her that?

Cleostrata Have you forgotten your place old man?

Lysidamus What do you mean?

Cleostrata Let me look after my own maid-servants in peace. They’re under my
care.

Lysidamus But how can you give Casina to that eejit?

Cleostrata It’s for our only son. So he can have her. It’s our duty to help him.

Lysidamus And I’m his only father. He should be trying to please me.
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Cleostrata You’re digging a ditch for yourself.

Lysidamus {Stuttering) A ditch?

Cleostrata A ditch. Why are you stuttering? Why are you so keen to play Cupid?

Lysidamus I’m a romantic, dear wife. I’d rather give her to a loving slave.

Cleostrata What if I persuade Olympic to give her to Chalinus?

Lysidamus And what if I persuade Chalinus to give her to Olympic? And I believe I
can.

Cleostrata You’re on. I shall call Chalinus out. You speak to him. I’ll speak to the 
other one.

Lysidamus Good.

Cleostrata Good.

Cleostrata exits.

Lysidamus Some wife. I’m being tortured by love and she’s tightening the chains.
’Til death do us part is right. She must have figured it all out. Why else 
would she want to help that piece of dirt?

Chalinus enters unseen.

Chalinus

May Chalinus incur the wrath of Jupiter if he disobeys me.

You were looking me?

Lysidamus I called, yes.

Chalinus Well, what do you want?

Lysidamus First wipe that look off your face when you speak to me, you rat. Now, 
I’ve considered you a decent fellow for a long time.

Chalinus So set me free.

Lysidamus You have to do as you’re told first.

Chalinus And what am I told?

Lysidamus I promised Casina to Olympic. You must give her up.

Chalinus And your wife gave her to me.
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Lysidamus Would you prefer to be free and single, or live your life in slavery with a 
wife?

Chalinus Well, if I was free, I’d have to like buy my own food and that. And if I 
was single, I'd have to buy my own girls. Where’s the benefits? No 
contest. She stays with me.

Lysidamus Go tell my wife to get out here. And bring a hat and some lots.

Chalinus Right.

Lysidamus If I can’t persuade you the lots will decide.

Chalinus The lots will go my way.

Lysidamus Excruciating pain will go your way.

Chalinus She wants to marry me. Nothing can change that.

Lysidamus Get out of my sight.

Chalinus Alright, calm your knickers. Exit Chalinus.

Lysidamus What if Olympic’s fallen for the wife’s smooth talk? Should my hope 
slip away, I’ll take my sword for a pillow and lay down to sleep. Ah, 
here’s Olympio.

Enter Olympio.

Olympio (Shouting inside to Cleostrata) I’d sooner shove my head up a cow’s arse 
before I’d agree to that. Threatening me with captivity? I can be free 
whenever I want.

Lysidamus Who are you arguing with?

Olympio The same cheeky mare you always argue with.

Lysidamus Ah, my wife.

Olympio Wife? More like a wolf. She was begging me to ditch Casina. Casina!

Lysidamus And what did you say?

Olympio I said I wouldn’t give her to Jupiter himself if he begged me.

Lysidamus Bless you my boy!

Olympio She’s like a rotten tomato about to explode in there.
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Lysidamus I wish she would explode.

Olympic If you were man enough she would, boy. I’m sick to death of this affair 
now. Your wife hates me, your son’s going to kill me.

Lysidamus Look, as long as Jupiter is on your side (indicating himself) the lesser 
gods are worthless to you.

Olympic Then tell me this: should you kick the bucket, should your kingdom fall 
to the lesser gods, who’ll watch my back then?

Lysidamus It will all be fine. As long as we work together to get me into Casina’s 
bed.

Olympic It’ll never work. Not with your wife like this.

Lysidamus It’s time to think tactics. Here’s the plan. Tm going to place lots in a hat, 
and then we’ll draw for you and Chalinus. The winner gets Casina.

Olympic And if you choose the wrong lot?

Lysidamus The gods will see us through.

Olympic I don’t trust them’uns. Everyone supports the gods, and plenty get 
screwed over.

Lysidamus Silence. There’s Chalinus. Swords at the ready.

Enter Cleostrata and Chalinus with the hat and lots.

Cleostrata What does he want me to do?

Chalinus Well, ideally he wants you to piss off altogether.

Cleostrata I’d believe it. Alright, right foot first, on we march.

Chalinus Everything’s here: lots, a hat, a wife, myself.

Olympic That’s one too many, hey.

Chalinus Well would you look at you, sweating like a bitch already.

Lysidamus Silence! (Strikes Chalinus).

Chalinus Here, beat him!

Olympic No him, he enjoys a bit of slapping about.

Lysidamus Give me the lots. Pay attention. Now little wifey, I thought I could
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Cleostrata

persuade you to let me marry Casina.

Let you marry Casina?

Lysidamus Eh, him. 1 meant him. Let me marry him. Her! Em a bit confused.

Cleostrata So it seems.

Lysidamus (Takes a deep breath) 1 thought / could persuade you to let him marry 
Casina. Is that right? Yes, I’m on target now.

Cleostrata Makes a change.

Lysidamus Anyway, Olympio and I come before you as suppliants.

Cleostrata Why?

Lysidamus Go on, give him Casina! Please?

Cleostrata No.

Lysidamus Well then I think they should draw lots. It’s the fairest way.

Cleostrata Fine.

Lysidamus (He places two pieces of paper in the hat; to Olympio) Right, you take the 
first lot. What does it say?

Olympio One.

Chalinus Why does he get the first one? That’s bad craic that is.

Lysidamus {To Chalinus, handing him the other lot) Take this one.

Chalinus Give me it! Here, what if there’s another lot in there?

Lysidamus You think we’re all cheats like you?

Cleostrata Calm down, Chalinus, there’s nothing else there.

Chalinus Give me luck Jupiter my son.

Lysidamus Right, throw your lots in the hat. Woman, make sure it’s fair.

Olympio Here, you can’t be trusting women.

Lysidamus The gods are with us, Olympio.

Olympio That witch will probably curse them.
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Lysidamus Shush. Pray.

Olympio I pray to the gods...

Chalinus That you’ll be bitch-slapped by Venus.

Olympio That luck will...

Chalinus Choke you on the dice of fate.

Olympio (Shouts at him, barely intelligible, in a strong country accent)

Chalinus You wha’?

Lysidamus Pay attention!

Olympio Tm listening.

Lysidamus Cleostrata, you draw the lots.

Olympio Come on, this is killing me.

Chalinus I’ll put you out of your misery mate.

Cleostrata My pleasure.

Chalinus I pray to the gods that the jug devours your lot.

Olympio Just because you devour everything in sight. I pray your lot dissolves.

Chalinus The whip will dissolve you into a thousand pieces.

Lysidamus Make him suffer, Olympio.

Olympio Shall I slap him, sir?

Lysidamus Shall you slap him, sir? Punch him like a man, boy!

Olympio punches Chalinus.

Chalinus Oi!

Cleostrata Why did you do that?

Olympio Jupiter ordered me ma’am.

Cleostrata Punch him back, Chalinus.

Chalinus punches Olympio.
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Olympio Jupiter!

Lysidamus Why are you hitting him?

Chalinus Juno ordered me, sir.

Lysidamus I’m not even dead and she’s giving orders.

Cleostrata Chalinus can talk just as much as this one.

Lysidamus Trouble’s coming your way, Chalinus, I’m warning you.

Chalinus {Holding his face) No shit, Sherlock.

Lysidamus Draw, woman, draw. You two, shut up and watch. My heart’s become 
quite the gymnast.

Cleostrata Cleostrata puts her hand in the hat

Here, I’ve got one.

Lysidamus Pull it out!

Chalinus Ready to gurn, wee lad?

Olympio Let me see it. I’ve won? I’ve won!

Chalinus What!

Lysidamus The gods are with us, Olympio. Start preparing the wedding, darling 
wife.

Cleostrata Your wish is my command.

Lysidamus I know you’re annoyed, but do it all the same.

Cleostrata I am at your service. (Exits)

Lysidamus We should go make sure they hurry up. Come on, I’m saying no more in 
front of your man (indicating Chalinus).

Lysidamus and Olympic exit. Chalinus remains onstage.

Chalinus If I was to hang myself now they’d take too much pleasure. And what’s 
the point, I’m dead already. My fate’s been sealed. But why’s the old 
man so eager to give him Casina. Why was he so happy when they won? 
(Lysidamus and Olympio enter from the house) Let’s hear what they’ve 
got to say.
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Chalinus hides onstage.

Olympic Just wait till he comes to the country; I’ll sort him out then.

Lysidamus Good. If Chalinus was about I’d have sent him off to the market instead 
to add to his misery.

Chalinus One tortures while the other torments. Look at him mincing about all in 
white.

Olympic I’m a good slave, amn’t I? I made it all possible. Soon you’ll be 
snuggled up with the love of your life.

Lysidamus Oh Olympic, it’s all I can do to stop myself kissing your sweet pouty lips 
my man.

Chalinus I think the old man’s looking into him. Fruit.

Olympic Love me now, do you?

Lysidamus More than life itself! Let me hug you!

Olympic Ah go on.

Lysidamus kisses Olympic

Lysidamus Oh kissing you is like licking a beehive dripping with honey.

Olympic {Sniffing him) Get off!

Chalinus So that’s why he made him a supervisor. He tried to give me that job 
once. (Retches)

Olympic I’ve pleased you today haven’t I?

Lysidamus I’ll never have a better friend than you, Olympio.

Chalinus These lads will be arse about face soon.

Lysidamus I can’t wait to kiss Casina, away from the piercing eyes of my wife.

Chalinus He wants Casina! I’ve got them now.

Lysidamus I'm just dying to touch her.

Olympic At least let me have her first. What’s the rush?

Lysidamus I love her.
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Olympio Can we pull this off in one day?

Lysidamus We will if you want to be a freed man tomorrow.

Chalinus I’ll capture two rats with one trap. Happy days.

Lysidamus I’ve told my friend Alcesimus all about it and he’s happy to help out.

Olympio And his wife?

Lysidamus It’s taken care of. Cleostrata will call Myrrhina over to help prepare the 
wedding, and I’ll make sure Alcesimus is out of the way. You’ll take 
Casina to the farm, but the “farm” will be there (pointing next door). 
Then I’ll help Casina to celebrate her wedding night. Before dawn breaks 
you will take her to the real farm.

Olympio Very clever.

Chalinus That’s right, keep talking.

Lysidamus Right, do you know what to do now?

Olympio Tell me.

Lysidamus Take this wallet and quickly get some food. Good food, mind. 
Something succulent to suit the sumptuous bride.

Olympio Alright.

Lysidamus Buy some crafty cuttlefish, oily oysters, cocky cockles, and titillating
tuna.

Chalinus Well this is all a bit fishy.

Lysidamus And sole.

Chalinus Why not the whole shoe so I can beat your wasted soul out of you?

Olympio Any other fish?

Lysidamus That’s enough. I’ve already got an old trout at home.

Olympio I’ll see what I can get.

Lysidamus And don’t be tight with money. Right off to the market with you while I 
check up on my neighbour. Vale.

Lysidamus goes to his neighbour’s house, Olympio goes to the market. Chalinus takes
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centre stage.

Chalinus I’ve got my enemies at the tip of my sword now. The battle is ours. The 
omens are with us. The conquered will conquer. I’ll go add some spice 
to what the cook’s been cooking; what he’s prepared I’ll unprepare, and 
he won’t take stock of what I have in store.

Chalinus exits.

Lysidamus and Alcesimus exit Alcesimus ’ house. Alcesimus speaks with a Cherryvalley 
accent.

Lysidamus Now we’ll see how much of a friend you are, Alcesimus. And so help me 
if I hear one more time, ‘but look at your grey hair,’ ‘cradle-snatcher,’ 
‘what about your wife?’ Enough. Amo!

Alcesimus (Frightened, imitates firing a gun) Ammo?

Lysidamus No, amo! Amas, amat... I’m in love!

Alcesimus Well never before have I seen a man so miserable from love.

Lysidamus Just make sure the house is empty.

Alcesimus Of course. The wife and slaves will be sent to your house.

Lysidamus And make sure they come with food.

Alcesimus Indeed.

Lysidamus Excellent my good man. You get everything ready, I’m off to the forum. 
Won’t be long.

Alcesimus Enjoy the walk.

Lysidamus Oh, and Alcesimus, make sure your house learns to speak.

Alcesimus Why’s that?

Lysidamus Because after tonight, these walls are gonna talk.

Alcesimus You should be locked up for that.

Lysidamus What’s the point of being in love if I can’t be witty? Now make sure you 
stay here.

Alcesimus I will

Alcesimus exits to his house and Lysidamus to the forum. Enter Cleostrata from her



303

house.

Cleostrata So that’s why he ordered Myrrhina over here. Well I’ll be inviting no 
one. (Alcesimus enters from his house) Here comes our pillar of society, 
the pimp himself.

Alcesimus (Seeing Cleostrata) Salve Cleostrata.

Cleostrata Slave Alcesimus. Where is your wife?

Alcesimus She’s all dolled up waiting for an invitation. Your husband begged me to 
send her over. Shall I call her?

Cleostrata No, don’t bother. I don’t want to disturb her.

Alcesimus She’s not busy.

Cleostrata I’ll see her later.

Alcesimus Aren’t you preparing for the wedding?

Cleostrata I am.

Alcesimus Don’t you want a bit of help?

Cleostrata I don’t. My servants are helping. I’ll see her after the wedding. 
Goodbye (Cleostrata goes inside).

Alcesimus What the hell am I going to do now? I’ve buggered it all up because of 
that toothless hussy. Why won’t she invite her? She must have figured it 
all out! But surely she would have mentioned it. I’ll go bring the old 
barge back to the port then. (Goes into his house)

Cleostrata (Emerging from her house) I can’t wait till Lysidamus comes home to 
argue this out. Fools. (Seeing Lysidamus) There’s the cock strutting over 
now. His gloomy face makes him look almost righteous. (Goes back 
into the doorway).

Enter Lysidamus.

Lysidamus How incredibly stupid for a man to head to the forum the very day his 
sweet love awaits. I curse that brainless relative of mine. I’m glad he 
lost his case so he won’t call me back. If you summon a witness you 
should really check his mental state first. (Seeing his wife) Do you think 
she heard me?

Cleostrata (Aside) Does he think I’m deaf?
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Lysidamus (To Cleostrata) What are you up to my angel delight?

Cleostrata Waiting for you.

Lysidamus Is everything ready for the wedding? Is Myrrhina helping you?

Cleostrata I did as you ordered. But your friend said he wouldn’t send her if / 
invited her.

Lysidamus That’s your problem, you know, you’re not seductive enough.

Cleostrata That’s the job of a whore, not a wife. Invite her yourself, dear husband, 
I’m busy.

Lysidamus Hurry up then.

Cleostrata (Aside) I’ll put the fear in him now. Time to roughen up the smooth 
talker.

Enter Alcesimus from his house.

Alcesimus I cannot believe the mockery he made of me and my wife, the devil. 
There he is now. (To Lysidamus) I was looking for you, you bastard. 
{Politely) Oh, ave Lysidamus.

Lysidamus {Politely) Ave Alcesimus. {Angilry) You should be avoiding me! What 
did I order you to do? What did I beg you to do?

Alcesimus What?

Lysidamus Evict your wife and slaves from the house. That’s it. Simple. You’ve 
ruined everything.

Alcesimus Go hang yourself, Lysidamus. You told me your wife would invite my 
wife.

Lysidamus Well, she said she invited her and you denied the invitation.

Alcesimus Well, she told me she didn’t want to invite her.

Lysidamus Well she told me to invite her now.

Alcesimus Women. Well I don’t care anymore.

Lysidamus You’ll be the death of me, Alcesimus.

Alcesimus Even better. Why I’m just dying to...
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Lysidamus Well?

Alcesimus Well, do something awful.

Lysidamus Well me too. I’ll make sure everything’s wmvell for you today.

Alcesimus Well, for my final well-wishes, I hope you fall down a bloody well.

Lysidamus Look, are you going to send your wife over?

Alcesimus Send her, your wife and your girl off to Hades for all I care. Away with 
you, I’ll take care of it.

Lysidamus You’re a good friend, Alcesimus. (Alcesimus exits to his house) What 
omen cursed me when I fell in love? What did I ever do to Venus? (A 
racket begins inside the house) What the devil is that clamour in my 
house?

Enter Pardalisca from the house.

Pardalisca I’m done. I’m done. I’m dead, dead, dead. My heart’s a-leaping and my 
poor limbs are shaking. Oh woe is me. I don’t know where to find help, 
protection, shelter. Such terrible things I just saw inside, such horrific 
things I just heard. (Shouting inside) Look out for yourself, Cleostrata, 
get away from her in case she does you in. Grab hold of that sword, she’s 
out of her mind!

Lysidamus What’s going on? Pardalisca?

Pardalisca Oh where does this sweet sound of safety hail from?

Lysidamus Look at me for goodness sake.

Pardalisca Oh master...

Lysidamus What’s wrong with you? Why are you so scared?

Pardalisca I’m done for.

Lysidamus You’re done for?

Pardalisca You’re done for.

Lysidamus I’m done for?

Pardalisca We’re all done for. Woe is you!

Lysidamus Woe is you more like.



306

Pardalisca Oh how faint I feel, don’t let me fall sir. {Falls, Lysidamus catches her)

Lysidamus (Alarmed) Why? What is it?

Pardalisca Hold up my bosom, sir, fan me with your cloak! {Sniffs Lysidamus)

Lysidamus You haven’t been binging with Bacchus, have you?

Pardalisca Oh cover my little ears.

Lysidamus Damn your ear, damn your bosom. Tell me what’s going on right now or 
I'll bash the brains out of you.

Pardalisca Master...

Lysidamus Yes?

Pardalisca You’re being mean.

Lysidamus Too right. But tell me, in a minimum of words, what all that racket is 
about?

Pardalisca Well listen and you’ll find out. Your maid was doing awful, awful things 
inside, things not fitting for the Roman custom. Or any custom really.

Lysidamus What did she do?

Pardalisca Tm so scared, my tongue’s in a tizzy.

Lysidamus Will you just tell me what’s going on?

Pardalisca I’m telling you. You know your maid, Casina? Inside she eh...

Lysidamus Inside she what? What did she do?

Pardalisca She’s went ballistic, threatening her husband, his life. She...

Lysidamus Spit it out!

Pardalisca Eh...

Lysidamus Eh?

Pardalisca She wants to do him in, sir, kill him. Sword!

Lysidamus Phew.

Pardalisca Sword!
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Lysidamus What about the sword?

Pardalisca She has one.

Lysidamus Why has she got a sword?

Pardalisca She’s trying to chop everyone up. No one can get near her. People are 
hiding everywhere.

Lysidamus Oh I’m dead, dead, dead. What evil has gotten into her?

Pardalisca She’s gone mad.

Lysidamus Can my luck get any worse?

Pardalisca If only you knew what she was saying earlier.

Lysidamus What did she say?

Pardalisca She swore to all the gods she would kill whoever slept with her tonight.

Lysidamus Kill me?

Pardalisca Kill you, sir? No, sir. What’s it to you, sir?

Lysidamus Eh I meant to say him. She wants to kill him?

Pardalisca (Aside) Fool.

Lysidamus Why, is she threatening me too?

Pardalisca She’s angrier at you than anyone else.

Lysidamus Why?

Pardalisca You wouldn’t let her marry Chalinus. She said neither you, nor her, nor 
her husband will live to see tomorrow.

Lysidamus This will be the end of me! How unlucky is love.

Pardalisca (To audience) A little game 1 like to call trick the trickster. Everything I 
said was a lie. My mistress and her neighbour invented it, and I was sent 
to play it.

Lysidamus Pardalisca?

Pardalisca Yes?

Lysidamus There’s...
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Pardalisca What?

Lysidamus There’s something I want to ask you.

Pardalisca What?

Lysidamus Does Casina still have the sword?

Pardalisca Two swords.

Lysidamus Why two?

Pardalisca One for you, one for Olympio.

Lysidamus I’m the deadest man alive. Why didn’t Cleostrata take them off her?

Pardalisca No one dares go near her.

Lysidamus Why doesn’t she appease her?

Pardalisca She’s trying. But she says she won’t put them down until it’s agreed she 
won’t be given to Olympio.

Lysidamus Just for the insolence she will marry me immediately! Why should she 
not want to marry me? Olympio!

Pardalisca You make that mistake pretty often, sir.

Lysidamus My tongue’s paralysed with fear. Please, I beg you, tell my wife to 
convince her to put down the sword and let me come in.

Pardalisca Very well.

Lysidamus You’ll beg her?

Pardalisca Very well.

Lysidamus If you do persuade her I’ll give you some sandals, and a gold ring, and 
other pretty things.

Pardalisca Very well.

Lysidamus Make sure you do.

Pardalisca I would if you’d ever shut your face. (Pardalisca exits into the house)

Lysidamus Ah, there’s my man now with a parade of provisions.

Enter Olympio, Cocus, and some assistants.
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Olympic Cocus, Cocus! Keep your thorns in check (indicating the assistants).

Cocus: Why thorns?

Olympic Whatever they touch, they prick. You pull away and they rip you to 
shreds. Always doing twice the damage.

Cocus: Give it a rest, Olympio.

Olympic (Seeing Lysidamus) Ah there’s my master now.

Lysidamus Salve my good man.

Olympic Just good?

Lysidamus What’s the latest?

Olympic You’re in love and I’m hungry.

Lysidamus What a perfect amount of food. Perfect. Succulent.

Olympic I can’t wait to finally get my mouth around it.

Lysidamus (Suggestively) I bet you can’t.

Olympic Give me a break.

Lysidamus What’s the matter with you?

Olympic This (points to the food). I’m starving.

Lysidamus Come here. I’ll fill you up.

Olympic Get off me.

Lysidamus Listen here. I’m the master.

Olympic What am I?

Lysidamus You’re my slave.

Olympic I’m a slave?

Lysidamus My slave.

Olympic I’m not a slave, I’m a freedman, remember?

Lysidamus Would you stand at peace!

Olympic Get off me!
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Lysidamus Alright, alright. I am your humble servant, my master. 

Olympic appears unimpressed.

Lysidamus (Speaking with a country accent) I beseech you, my dear Olympio.

Olympic Better.

Lysidamus I am all yours.

Olympic (Speaking with a Cherryvalley accent) Sure I have no use for a slave?

Lysidamus When will you make a decent man of me, master?

Olympic When will dinner be ready?

Lysidamus When you order this lot to get cooking.

Olympic (Reverting to his own accent) Cocus! Cocus! Go speed things up. Fix 
me a festive feast with winning wine. No Roman remains for me tonight. 
(To Lysidamus) Right, will we go in?

Lysidamus (Reverting to his own accent) Eh about that. Casina’s inside waiting to 
stab us.

Olympic She’s a woman. It’s her wedding day. Leave her be. Come on.

Lysidamus I’m right behind you.

Lysidamus and Olympia exit into house pushing each other to the front. 

Enter Pardalisca.

Pardalisca No games in the whole of Rome or Athens are as fun as this. The house 
is absolute mayhem. The old man hopping about the kitchen, shouting at 
the cooks. And Olympio, he’s strutting about all in white and wearing a 
crown. And the wives are working on Chalinus in the bedroom. You see 
he's going to be the wife instead of Casina. The cooks are working hard 
to spoil the broth; knocking over pots, throwing water on the fire, 
anything the women want. The wives are doing everything in their power 
to starve the old man so they can stretch their own stomachs, the gorbs. 
Shush, someone’s coming.

Enter Lysidamus from his house.

Lysidamus (Shouting in to Cleostrata) You women might as well eat the dinner when 
it’s ready; I would like to accompany the new bride and groom to the 
farm. I know what men are like, and I don’t want anyone running off
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with her. Now go quickly and send out the happy couple or we’ll never 
get there before dark. I’ll see you tomorrow. Tomorrow I’ll have my 
feast.

Pardalisca It’s working. He’s going out empty-stomached.

Lysidamus (Seeing Pardalisca) What are you doing here?

Pardalisca Following my mistress’ orders, sir.

Lysidamus And she ordered you to loiter?

Pardalisca I’m not loitering.

Lysidamus Away with you. You’re slacking off and letting everyone else do the 
work.

Pardalisca I’m going, I’m going.

Lysidamus Then go you gutter-worthy whore. (Exit Pardalisca) Has she gone? 
Good. Love is food enough for a hungry man. There he is with the 
wedding torch and garland, my friend, my ally, my husband-in-crime.

Enter Olympia from Lysidamus ’ house.

Olympic Right, musicians, when the bride comes out fill the street with the sweet 
wedding song. Let’s practice. (Musicians play ‘Wedding March 
Olympio sings) Here comes the bride, sword by her side...

Lysidamus How are you, my saviour?

Olympic I’m starving.

Lysidamus And I’m in love!

Olympic What do I care? You’ve been feasting on love while I’ve been fasting 
from food.

Lysidamus I wish that lot would go fast. The quicker I go, the less gets done.

Olympic I’ll sing the wedding song again, that might hurry them up.

Lysidamus Yes let’s try that. I’ll sing along since it’s our joint wedding.

Lysidamus/
Olympic

(‘Wedding March singing) Here comes the bride, big brown wide-eyed. 
In several hours she’ll be ready for a ride.

Lysidamus This is stupid. If I’m going to explode it won’t be in song.
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Olympio You’d make for a good bull, boy.

Lysidamus Why’s that?

Olympio Hard to handle.

Lysidamus Handled me have you?

Olympio Ah good, here they come now.

Lysidamus The gods are on my side after all!

The bridal procession enters with Chalinus (dressed as a bride), Pardalisca, Cleostrata, 
and Myrrhina.

Pardalisca (Aside) He’s caught the scent of Casinus already. (Aloud) Lift your feet, 
don’t be tripping just yet; you need to be able to stand over your husband. 
Night and day you must plunder him, deceive him. Never forget this.

Olympio I’ll get her for that.

Lysidamus Shh.

Olympio That witch is putting ideas in her head.

Lysidamus Shut up, you’re going to undo all the work I’ve done.

Pardalisca Come on Olympio, come get your wife.

Olympio Give her to me.

Lysidamus (To the women) You can go inside now.

Pardalisca Now do be gentle with our innocent little virgin, won’t you?

Olympio Aye.

Pardalisca Have fun.

Olympio You can go now.

Lysidamus You can go.

Pardalisca Goodbye then. (The women leave).

Lysidamus Has my wife gone?

Olympio Don’t worry, she’s in the house.
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Lysidamus I’m free. I’m free! (Going over to ‘Casina) Oh my darling, my honey- 
pot, my budding flower.

Olympic Hands off, she’s mine.

Lysidamus The first bloom is for me.

Olympic Hold this torch.

Lysidamus I’d prefer to hold this one (holding ‘Casina’).

Olympic Would you look at your soft smooth body my hot wee wife. She looks 
just like a queen! Ow!

Lysidamus What?

Olympic She just stomped on my foot harder than a herd of Hannibal’s hefty 
elephants.

Lysidamus Give over. Oh her breast is as soft as a fluffy pillow.

Olympic What a pretty little nipple. Ow!

Lysidamus What?

Olympic She just poked me in the ribs! Her finger was like a battering ram.

Lysidamus Well stop shoving her about then. Look, when I touch the belle, she’s not 
at all belligerent. Hey!

Olympic What?

Lysidamus She nearly rear-ended me!

Olympic Maybe that’s a hint, boy.

Lysidamus Shall we go then?

Olympic Come on, my darling.

All three exit to Alcesimus ’ house.

Enter Myrrhina, Pardalisca, and Cleostrata from Lysidamus ’ house.

Myrrhina A good feast followed by the wedding games. I’ve never chuckled so 
much in my life.

Pardalisca I’d love to know what Chalinus and his new husband are up to.
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Myrrhina No playwright could ever fabricate such a fantastic plot as this.

Cleostrata I’d love to see the old man’s face. Right, Pardalisca, it’s over to you. 
Humiliate any man who comes out that door.

Pardalisca With pleasure, ma’am.

Myrrhina What can you see through the window? And speak up.

Pardalisca Shh. The door’s opening.

Olympio enters from the house.

Olympio Oh the shame! What will people say? (To audience) Listen to me while 
I tell you my queer story. This alone is worth hanging around for. So I 
took my new wife inside, straight to the honeymoon suite. How fatefully 
dark it was. ‘Lie down my darling bride,’ I says. I wanted a piece before 
the old man tarnished her. I put her in position, soothing her with soft 
words. I started off slow, asked for a kiss to warm her up, but she hit my 
hand away. I pushed her a bit further and locked the door so your man 
couldn’t get in.

Cleostrata (To Pardalisca) You go over now.

Pardalisca Where’s your new wifel She hasn’t left you already?

Olympio Oh no, they know!

Pardalisca Then you might as well come clean. What happened inside? What’s 
Casina doing?

Olympio It’s too shameful.

Pardalisca Go on.

Olympio I can’t.

Pardalisca You can. You got into bed. Then what happened? All the gory details.

Olympio Somebody might hear us.

Pardalisca (Looking at the audience) There’s no one here. Well hardly anyone. And 
they’re not even listening.

Olympio The first thing I felt was...it was very big.

Pardalisca What does that mean? Just tell me what happened.
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Olympic Well, I put my hand up, under her dress, you know...and...

Pardalisca Yes...

Olympic Well, I eh...she eh...

Pardalisca Yes... (Olympio whispers to Pardalisca)...She had a what?

Olympic I know, it was huge. I thought, Zeus, she could kill me with that. She’s 
got a sword. Then I grabbed hold of the hilt.

Pardalisca What would she be doing with a sword...in bed?

Olympic You’re right. On second thoughts, a sword would be cold.

Pardalisca Just tell me what happened.

Olympic It gets worse.

Pardalisca Was she hiding something up her dress? Had she been stealing 
vegetables in the market?

Olympic You mean like a cucumber?

Pardalisca It was a cucumber?

Olympic No.

Pardalisca Radish?

Olympic No. It wasn’t any sort of vegetable, but whatever it was, it was fully 
grown.

Pardalisca And then what happened?

Olympic I says to her, ‘Now wife, why do you want to hurt your husband?’ Then 
she covered up her, um, lady parts. When I saw she’d barricaded herself 
I asked if I could try another entry. She didn’t turn over, didn’t even 
answer me. I got up so I could, you know...

Myrrhina Charming.

Olympic I leant in for a nice long kiss, to sweeten her up. But her beard pricked 
me. So I got down on my knees, and she kicked me in the chest, punched 
me in the face. So I ran out the door, left a bit for the old man.

Pardalisca Amazing. Where’s your cloak?
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Olympic I left it inside, there was no time!

Pardalisca You had enough of our wedding games yet?

Olympic Yes. Please! Someone’s coming! Is she after me?

Enter Lysidamus from Alcesimus ’ house.

Lysidamus (To audience) Oh the shame! What will I do? How will I look my wife 
in the face? And I’ve lost my cloak. I wish I’d never had this wedding. 
I’ll have to give myself up. Unless someone want to take my place? 
She’s going to beat me black and blue. She will! Right, nothing else for 
it, I’ll run.

Enter Chalinus from Alcesimus ’ house.

Chalinus Stop right there, my sexy senex.

Lysidamus What do I do? What do I do? I heard nothing, I’ll keep going.

Chalinus Where do you think you’re going? You not want to cop a feel, sir? 
Come on back to bed.

Lysidamus I’m done for. I’ll go this way. That way’s a shipwreck waiting to 
happen.

Cleostrata Hello my darling husband.

Lysidamus Oh no, the wife! Wolf on one side, dog on the other. I’d rather risk the 
dog’s bite.

Myrrhina Where are you going adulterer?

Cleostrata How did you get in such a state, my dear husband? Where’s your 
walking stick? Where’s your cloak?

Myrrhina I reckon he lost his stick when he went for Casina.

Lysidamus I’m dead.

Chalinus Will you not come back to bed with... (takes off the vei/j...Casina?

Lysidamus Go hang yourself.

Chalinus Do you not love me anymore, sir?

Cleostrata Answer me! Where’s your cloak?
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Lysidamus (Stuttering) It was a Bacchic orgy, sir,

Cleostrata A Bacchic orgy?

Lysidamus Yes sir, a Bacchic orgy, sir.

Myrrhina What century are you from? Bacchic orgies are so passe.

Lysidamus (Aside) Damn, I forgot. (Aloud) But you see, the Bacchantes...

Cleostrata What Bacchantes?

Lysidamus Well if you don’t believe me...

Cleostrata You seem afraid.

Lysidamus Do I?

Cleostrata Look how pale you are.

Lysidamus Someone help me. Myrrhina? Chalinus? Olympio, my dear Olympio!

Olympio Me? What do you want me to do? You brought me down with you, you 
dirty brute. You stole my wife, you brought me shame, you...

Lysidamus Oh shut up.

Olympio You’re telling me to shut up? You were never going to give me Casina. 
You never wanted to share your toy. You tried to steal her.

Lysidamus You think I did that? How can you think that?

Cleostrata You need to ask?

Lysidamus Well if I gave that impression, I’m sorry, but I don’t remember saying...

Cleostrata Go back inside if you wish. Chalinus will refresh your memory.

Lysidamus Oh don’t worry I’ll take your word for it. My dear wife, take pity on an 
old man. Beg her, Myrrhina. If I even think about making love to Casina 
again you have my permission to hang me up and whip me.

Myrrhina I think he’s serious this time, Cleostrata.

Cleostrata Fine, you win. But my reason for forgiveness, sir, is so as not to keep our 
audience any longer.

Lysidamus You’re not angry?
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Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Chalinus

No.

You promise?

Yes!

I’m the luckiest husband alive, my muffin.

(To Chalinus) Give him back his stick and cloak you.

Take them. But I’m not happy. I married two men today and not one of 
them made me an honest bride. It’s tragic.

Sung by any

All
characters:

of the characters; Roman-style music.

Now listen my friends and I’ll let you know 

What’s going to happen after the show.

The son, you know, who was fired from the stage? 

Well enough of your pity, he’s just got engaged. 

Casina it seems is the spawn of Alcesimus 

And is off to marry the young Euthynicus.

But now it’s your turn to play your own part,

Put your hands together and clap with all your heart. 

The men out there who beat their hands sore 

Will deceive their wives and receive a whore.

But those who insult our playwright, think on: 

You’ll be sent to bed with just yourself for fun.
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Appendix Four (a) 
Casina: Draft Four
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Cas in a

Characters

Lysidamus - an old man

Olympic - country slave of Lysidamus

Chalinus - city slave of Lysidamus

Cleostrata - wife of Lysidamus

Pardalisca - her maid

Myrrhina - wife of Alcesimus

Alcesimus - Lysidamus’ neighbour

All characters are free to improvise and interact with the audience.

The Prologue is played by Lysidamus.

Prologue: Salvere iubeo spectatores optumos, fidem qui facitis maxumi, et vos
Fides. Si verum dixi, signum clarum date mihi, ut vos mi esse aequo 
iam inde a principio sciam. Lingua Latina? No?

Searches for literal translation in dictionary.

Greetings to our supreme spectators, who have faith in the highest 
honour, and Faith. You. If I have spoken the truth, give me a clear 
sign in order that I may know from the start that you are well-inclined 
towards me.

I couldn’t subject you to that. Salvete plebs. I am your Prologue for 
the evening. Well? Where’s the applause? Aren’t you a sophisticated 
lot? An ancient Roman comedy, eh? Well, if you’re a lover of the 
Roman tongue - not like that, madam, it’s not that sort of show ... yet - 
then this is the comedy for you.

Now, all you pensioners probably saw the play in the original, so I 
hope this version doesn’t disappoint. Our youngsters aren’t as familiar 
with Plautus, but there’s not much to know, you’ll soon catch up. 
Now, we all know playwrights are famous for stealing plots and 
claiming them as their own. You might think there are no good stories



321

left. Nihil novum sub sole, as we say in Latin. No. Plautus was at it 
two thousand years ago. He took a Greek play and called it Sortientes, 
The Lot-Drawers in English. The translator took Plautus’ cue, 
butchered the Latin, and called it Casina. Welcome.

Let’s set the scene. Street. Ancient Rome. On your left, the house of 
Lysidamus. Ego sum Lysidamus. On your right, the house of 
Alcesimus, my neighbour and friend. Sometimes. Now, the story 
really began when you were at the bar, so let me fill you in. How 
about a little poem to warm you up? Yes? Good.

In this play you’ll see me, my son and wife,

A family torn apart by woeful strife.

They’ll try to convince you that I’m to blame,

But finger-pointing’s not the game.

Our slave long ago began this mess,

Found a baby abandoned and in distress.

He took pity on her and brought her home,

And begged us to raise her as our own.

It’s now some years on and my wife’s brought her up.

The girl’s a young woman in a double-D cup.

Casina is hot, among women a jewel.

We’re wading knee-deep here in masculine drool.

Ok, here comes a bit of important information on Roman law.

Since a master can sleep with a slave-girl or man,

I schemed and came up with this cunning plan:

Get my slave Olympic hitched to the filly
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Then pitch him out and screw her silly.

Obviously law back then was an old boy’s club. It explains why men 
can have a roamin’ eye.

I’m rich, you see, and have more than one house,

I recommend it to get away from your spouse.

Since Olympic lives on my country estate,

It’s the perfect place for my adulterous date.

But my son Euthynicus - I know, it’s a bit of a mouthful - is just as 
smart,

And loves Casina with all his heart.

He’s making attempts to steal my prey,

Clearly I was forced to send him away.

So with great sadness I must let you know,

My son is no longer involved in this show.

His appearance would have changed the plot.

Anyway, actors cost a hell of a lot.

Just when I thought my plan couldn’t fail,

My wife took the wind from my sail.

She told our other slave Chalinus he would marry the lass, 

To keep my wandering hands away from her... arms.

I know, I know. It’s hardly likely. Slaves can’t get married. Where 
would it end? At least they’re the same religion. Anyway, that’s 
enough of me, I'll give the other actors a go. It says here my two
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reprobate slaves are up next. Good luck. Bye for now. And 
remember, I’m innocent.

Chalinus enters from the side of Lysidamus’ house and waits. He speaks with a strong 
Belfast accent.

Chalinus (To audience) Alright? Nice day we’re having. There’s more craic in 
my arse. Here, if you see Olympio, tell him Chalinus is looking him. 
He’s after Casina. I don’t know what I’d do without her. It was love 
at first sight with me and Casina. The first time I saw those knockers.

Enter Olympio. He speaks with a country accent.

Olympio

Alright big lad. What’s happening?

Hey boy, what you looking?

Chalinus You, mate. I’ve my eye on you, Olympio. You better watch your 
back.

Olympio What have I done?

Chalinus Casina’s mine, you hear me? You listen to me, if you so much as...

Olympio What’s it to you?

Chalinus Everything. Now away back to the country you culchie. (To 
audience) The country: where men are men and sheep are nervous. 
You knew it was coming. Best to get it out of the way. Right, no more 
negative stereotypes. In this scene. (To Olympio) And one toe out of 
line, you’ll be getting a wee visit, if you know what I mean.

Olympio Alright, Chalinus, I’m going. As soon as I find Casina and take her up 
the aisle. And marry her too.

Chalinus Is that right?

Olympio Don’t worry, you’re invited to the wedding. I’ve a special role in mind 
for you.

Chalinus What’s that?

Olympio You’ll be my eminent spector corporum nudorum.

Chalinus Your spector corporum nudorum?

Olympio You’ll watch us have sex. You’ll have your face pressed against our 
bedroom window. You’ll watch as I slowly peel off her dress, running
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Chalinus

my tongue over her sweaty body. You’ll hear her gasping and
moaning and screaming my name. Olympio, oh Olympio, I want you, 
I need you. I’ll do anything I can to please you.

You’ve not had much experience with women, mate, have you?

Olympio Get on with your work, you’re doing my head in.

Chalinus Work?

Olympic exits followed by Chalinus.

Enter Cleostrata and Pardalisca. Cleostrata speaks with a Cherryvalley accent, 
Pardalisca with a strong Belfast one.

Cleostrata Pardalisca! (Enter Pardalisca). I’m off to see Myrrhina. If he’s 
looking for me I’ll be next door.

Pardalisca Right ok. (To audience) Hiya. I’m Pardalisca. This here’s my 
mistress, Cleostrata. She’s a bit raging at her husband, so she is. You 
might have seen him about. Yea high, yea wide, drool spurting out of 
his mouth. You need to watch yourself around him. Anyway, 
Cleostrata’s got it in her head that Lysidamus is doing the dirty. She’s 
probably right. She’s trying to keep it under wraps ‘cos she’s the 
laughing-stock of the town as it is. But don’t worry, I’ll keep you 
fdled in. (To Cleostrata) Anything else?

Cleostrata No, that’s it, back to work.

Pardalisca exits. Enter Myrrhina from her house. She speaks with a Cherryvalley
accent.

Myrrhina (Rings a bell) Hello, slaves? Hello? If my husband asks, I’m away
out.

Cleostrata Ave, Myrrhina.

Myrrhina Oh, ave Cleostrata. I was just about to call on over. What’s wrong?

Cleostrata I’m a woman. What’s usually wrong?

Myrrhina Husband.

Cleostrata He treats me like a slave. Where’s the honour, where’s the respect, 
where’s anything? I don’t get any from my husband.

Myrrhina Makes a change. It’s normally the husband who doesn’t get any from
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Cleostrata

his wife. Ha! What happened?

He’s at it again. But worse. He wants to screw one of my own slaves.

Myrrhina Calm down, Cleostrata. That’s no way for a lady to talk.

Cleostrata We are not in company.

Myrrhina (Looks at audience) True, but listen. What’s yours is your husband’s, 
right? Women don’t, and shouldn’t, own property, (to audience) right? 
Ergo, the girl belongs to him. I don’t see the problem. He gives you 
everything else you want. Let him have her.

Cleostrata Are you serious?

Myrrhina What’s the old saying? Vir erectus, sed donus arrivus.

Cleostrata Oh, you mean:

As long as the money keep coming,

As long as the gifts don’t end,

Ignore his faults and his flaws,

And the fact he’s shagging your best friend.

Myrrhina Precisely.

Cleostrata W'hose side are you on, Myrrhina?

Myrrhina It could be worse. There’s one little word you never want to hear 
trembling on your husband’s lips.

Cleostrata Divorce?

Myrrhina Broke.

Cleostrata Shush!

Myrrhina What?

Cleostrata Look!

Myrrhina What?

Cleostrata Him! Quick, inside.

Myrrhina I’m going, I’m going.
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Myrrhina

Myrrhina exits.

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Lysidamus

Cleostrata

Talk to you later.

Vale.

Cleostrata remains in her doorway. Enter Lysidamus.

Love warms the heart with roaring fire,

Plucks nerves like the strings of a lyre - that’s lyre 

Turns a nightmare into a cloudy dream,

Makes even murky waters gleam.

Now that Casina’s in my life,

I’m dressed up as sharp as a knife.

And, as an extra sexy device,

I’ve drowned myself in Old Spice.

But there’s my wife with her sourdough bake,

Who’ll only smile at my wake.

Time to sweeten the ball and chain 

So I can plan my sexual gain.

Ave, cupcake. Da mihi osculum.

I’ll give you a kick.

Smile, Cleostrata. Birds are singing. Sun is shining.

Have you gone mad?

I’m madly in love, my muffin. With you.

Yeah, great.

Just one peck?

No chance. Look at the cut of you. An old fogey running about like a



327

Lysidamus

dog in heat. What will the neighbours think? Is that... is that Old 
Spice?

Do you like it?

Cleostrata You smell like the inside of a whore’s handbag.

Lysidamus It’s a friend’s. He was looking for a new aftershave. I was trying it on 
for him.

Cleostrata Were you drinking his wine for him too?

Lysidamus (Urinating in a corner) Don’t be ridiculous. Why would you think 
that? Now, dear, have you thought about Casina?

Cleostrata What about Casina?

Lysidamus Are you going to let her marry Olympic?

Cleostrata I wouldn’t count on it.

Lysidamus Come on, Cleostrata. He works hard. He’ll have enough money to 
raise their kids. What’s Chalinus got that he hasn’t?

Cleostrata When did you become Cupid?

Lysidamus I sacked him when he left me with you.

Cleostrata Anyway, I’ve already promised Chalinus he can have her. You know 
fine well Euthynicus loves her. Chalinus would just be standing in til 
he gets back.

Lysidamus Well Olympic can do that. Alright, look, what if I persuade Chalinus 
to give her to Olympic?

Cleostrata And what if I persuade Olympic to give her to Chalinus?

Lysidamus Fine.

Cleostrata I’ll get Chalinus.

Lysidamus Good.

Cleostrata Good.

Cleostrata exits.

Lysidamus (To audience) Well that went well I thought. Just Chalinus to deal 
with and we’re all set.
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Enter Chalinus.

Chalinus You were looking me?

Lysidamus I was.

Chalinus What do you want?

Lysidamus I’ve always thought you were a good slave.

Chalinus Really? Then set me free.

Lysidamus I will. On one condition.

Chalinus What’s that?

Lysidamus Let Olympic have Casina.

Chalinus But your wife said I could have her.

Lysidamus I know, but this is a once in a lifetime deal. Think about it. Either, 
you can be free and single. Or, you can live your life in slavery. And 
you’ll be a slave too.

Chalinus Let’s see. If I was free, I’d have to buy my own food. And if I was 
single, I’d have to buy my own girl. Where’s the benefit? I’m not that 
thick. She’s mine.

Lysidamus Fine, your choice. Go get my wife and both of you come out here. 
And bring a hat and some lots. We’ll draw for it.

Chalinus Whatever.

Lysidamus The lots will knock that attitude out of you.

Chalinus Will they fuck? She’s marrying me. End of discussion.

Lysidamus Get out of my sight.

Chalinus Alright, calm your knickers. {Exit Chalinus)

Lysidamus (To audience) (Indicating his underwear) If only he knew.

Enter Olympic.

Olympic (Shouting inside to Cleostrata) I’d rather shove my head up a cow’s
arse.

Lysidamus Thank gods. Who are you shouting at?
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Olympic Who do you think?

Lysidamus My wife. What did she say?

Olympic She wants me to dump Casina. Casina! She even tried to bribe me 
with freedom.

Lysidamus That’s women for you. Well?

Olympic No chance. As much as I’d love to be free from her beck and call. 
You should see her. Our very own Vesuvius. Overflowing with fiery 
anger.

Lysidamus Nothing new there, Olympic. She’s like that with me every day.

Olympic That’s your problem. I’ve done nothing wrong. But now your wife 
hates me. Your son’s going to kill me.

Lysidamus Don’t be so dramatic. Mutilation’s more his style. Anyway, it’ll be 
over soon. I just want to sleep with her once and we’ll never mention 
it again.

Olympic It’ll never work.

Lysidamus It will. Here’s the plan. We're going to draw lots for you and 
Chalinus. The winner - you - gets Casina.

Olympic Lots of what?

Lysidamus Just try and concentrate.

Enter Cleostrata and Chalinus with the hat and lots. The hat has a hole in one side that 
is turned away from the audience.

Lysidamus Hurry up. Give me the lots. This is such a hassle, Cleostrata. Can you 
not just let me marry Casina?

Cleostrata Let you marry Casina?

Lysidamus Him. Let me marry him. Her. Hold on. Don’t help me. Can you not 
just let him marry Casina? That’s it.

Cleostrata Ok.

Lysidamus Well?

Cleostrata No.
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Lysidamus Right, since you’re apparently hell-bent on being awkward, we’ll draw 
lots. It’s the fairest way.

Cleostrata Fine.

Lysidamus (He places lots in the hat; to Olympio) Here. (Olympio draws a lot) 
What does it say?

Olympio One.

Chalinus Why does he get first choice? There’s favouritism for you.

Lysidamus (To Chalinus) Take this one.

Chalinus Give me it. Here, is there another lot in there?

Lysidamus Are you implying I’m cheating?

Cleostrata Calm down, Chalinus, there’s nothing else there.

Chalinus Then give me luck, Jupiter my son.

Lysidamus Right, put them back. Olympio, pray.

Olympio prays silently for longer than necessary.

Lysidamus Hurry up.

Olympio Jupiter. Give me luck. Please. Thanks.

Lysidamus Right, Cleostrata, you draw. I don’t want to be accused of cheating 
again.

Cleostrata My pleasure.

Chalinus Here, Olympio. How do you know when you’re at a culchie wedding?

Olympio How?

Chalinus All the guests sit on the same side of the temple.

Olympio Can I give him a slap, sir?

Lysidamus Can you give him a slap, sir? Punch him like a man.

Olympic punches Chalinus

Chalinus Oi.

Chalinus punches Olympio.
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Olympic Hey!

Lysidamus Trouble’s coming your way, Chalinus, I’m warning you.

Chalinus (Holding his face) No shit, Sherlock.

Lysidamus Cleostrata!

Cleostrata (Cleostrata puts her hand in the hat and it comes out through the hole; 
Lysidamus places a lot in her hand) I’ve got one.

Olympic Let me see. I won? I won!

Chalinus You what? Here, I know my rights.

Lysidamus The gods’ decision is final. They will not enter into any 
correspondence. Start preparing the wedding, darling.

Cleostrata Fine.

Lysidamus Look, I know you’re annoyed, but do it for me.

Cleostrata Fine. (Exits)

Lysidamus Come on, we’ve a lot of planning to do. I’m saying no more in front of 
your man.

Lysidamus and Olympia exit. Chalinus remains onstage.

Chalinus (To audience) You again? Have you nothing better to do than hang 
around on street corners? Anyway, did you just see that? I might as 
well top myself now. Thanks for the sympathy. I wouldn’t wanna rely 
on you in a crisis. It’s not fair though. Why can’t I marry who I want? 
It’s hard being a slave. No rights. No respect. No nothing. But I get 
the feeling something weird’s going on. I can’t quite pinpoint it. Do 
you know anything? Keeping your mouth shut, are you? Hold on.

Lysidamus and Olympia enter; Chalinus hides onstage.

Olympic Wait til the wedding. He’ll not know what’s hit him.

Chalinus Is that so?

Olympic Just think. Soon you’ll be snuggled up with the love of your life. And 
your wife will be none the wiser.

Lysidamus Shh. Oh, Olympio. All I want right now is to kiss those sweet juicy 
lips of yours.
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Chalinus What? I think the old man’s looking into him. Fruit.

Olympio Do you love me?

Lysidamus I do. Come here.

Lysidamus kisses Olympio.

Olympio Get off.

Lysidamus Your mouth is like a beehive dripping with honey.

Chalinus So that’s why he gave him the job in the country... He tried to give me 
that one once. Boke.

Olympio How much do you love me?

Lysidamus More than my own life. Wait, that’s not right. More than my own 
wife’s life.

Chalinus These lads will be arse about face soon.

Lysidamus I’ll be kissing Casina like that in no time.

Chalinus He wants Casina? Now we’re getting somewhere.

Olympio Do you think we can pull this off in one day?

Lysidamus We can if you want to be free tomorrow. Remember our little deal?

Chalinus Two rats in one trap. Happy days.

Lysidamus Anyway, I’ve told Alcesimus all about it. He’ll help us out.

Olympio And his wife?

Lysidamus It’s sorted. Cleostrata will bring Myrrhina over to help with the 
wedding, and I’ll make sure Alcesimus is out of their house. After the 
ceremony, you’ll take Casina to the farm, but the “farm” will be there 
(indicating next door). After that, I’ll come and give Casina a bit of 
the old veni vidi vici. Before dawn, you’ll take her to the real farm.

Olympio Very clever.

Lysidamus Right, you know what to do?

Olympio Tell me.

Lysidamus Take this wallet and get some food. Good food, mind. Go see Marcus
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Olympic

Spenserius.

Any preference?

Lysidamus Oysters. Lots of oysters.

Olympic Clams?

Lysidamus Yes.

Olympic Alcohol?

Lysidamus Lots.

Olympic I’ll see what I can do.

Lysidamus And don’t be stingy. (To audience) Oh, where are my manners? Do 
you need anything from the market? More wine? Nibbles? No? 
Don’t say I didn’t ask. (To Olympic) Right, you go to the market, I’ll 
go see Alcesimus.

Lysidamus and Olympia exit.

Chalinus I’ve got them good and proper now. I told you, Casina’s mine.

Chalinus exits. Lysidamus and Alcesimus enter.

Lysidamus Give over, Alcesimus. Desiste! If I hear one more time, ‘but you’re so old’ 
‘cradle-snatcher’,‘what about your wife?’... Enough. Amo!

Alcesimus Ammo?

Lysidamus No, amo. Amas, amat... I’m in love.

Alcesimus I still don’t think that justifies...

Lysidamus Just make sure the house is empty and leave the morality to me.

Alcesimus Fine. I’ll send them over to your house now.

Lysidamus As quick as you can. I really do love her, Alcesimus.

Alcesimus Alright, alright. Leave it to me.

Lysidamus Thanks. Right, stay around here. See you soon.

Alcesimus Vale.

Alcesimus and Lysidamus exit. Enter Cleostrata.
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Cleostrata (To audience) Have you seen Alcesimus? Apparently he’s sending 
Myrrhina’s entire household over to me. I would have invited you in 
otherwise. You must be bored to death sitting there. (Enter Alcesimus) 
Don’t worry, things are about to get interesting.

Alcesimus Salve Cleostrata.

Cleostrata Salve Alcesimus. Where’s your wife?

Alcesimus She’s all dressed up and nowhere to go. Will I call her over?

Cleostrata No, don’t worry. I don’t want to bother her.

Alcesimus She’s not busy.

Cleostrata I’ll see her later.

Alcesimus Are you not preparing the wedding?

Cleostrata I am.

Alcesimus Want a bit of help?

Cleostrata No. Bye. (Cleostrata exits)

Alcesimus What the hell am I going to do now? Lysidamus is going to kill me. 
(Exits)

Enter Cleostrata.

Cleostrata Well that’s one less person to worry about. {Enter Lysidamus) And 
there’s the old peacock himself. Let the games begin.

Lysidamus (Pronouncing her name) Casina. Casina. Casina and Lysidamus. 
Lysidamus and Casina. (Seeing his wife) Do you think she heard me?

Cleostrata Does he think I’m deaf?

Lysidamus What are you up to my angel delight?

Cleostrata I was waiting for you.

Lysidamus Is there a problem with the wedding? Is Myrrhina helping you?

Cleostrata I tried to ask her. But Alcesimus said he wouldn’t send her if I invited
her.

Lysidamus That’s your problem, you know. You’re not seductive enough.
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Cleostrata That’s the job of a whore, not a wife. Invite her yourself, I’m run off 
my feet.

Lysidamus Hurry up then.

Enter Alcesimus.

Alcesimus I was looking for you.

Lysidamus You should be avoiding me. What did I ask, no, what did I beg you to 
do? You’ve ruined everything.

Alcesimus What? You told me your wife would invite my wife over.

Lysidamus Well my wife says she invited your wife and you wouldn’t let your 
wife be invited.

Alcesimus Well I asked your wife if she wanted my wife over but your wife said
no.

Lysidamus She just told me to invite her now.

Alcesimus Women. But your wife...

Lysidamus This is getting us nowhere. Are you going to send Myrrhina over or 
not?

Alcesimus Yes. I’ll take care of it.

Lysidamus You’re a good friend, Alcesimus. (Alcesimus exits). Things are finally 
moving. What the hell is that racket in my house?

Enter Pardalisca.

Pardalisca Oh woe is me. What other horror can befall us this day? Help! Help! 
(Shouting inside) Watch your back, Cleostrata! Oh mummy, she’s a 
dead duck. Get the sword!

Lysidamus What’s going on? Pardalisca?

Pardalisca Oh where does this sweet sound of safety hail from?

Lysidamus Look at me, for goodness sake.

Pardalisca Master, help me!

Lysidamus What’s wrong?

Pardalisca I’m dead.
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Lysidamus You’re dead?

Pardalisca You’re dead.

Lysidamus I’m dead?

Pardalisca We’re all dead. (She falls, Lysidamus catches her).

Lysidamus What? What is it?

Pardalisca Cover my wee ears.

Lysidamus Damn your wee ears. Tell me what’s going on or you’ll be getting a 
boot up the arse.

Pardalisca Aye yer ma. Alright, I’ll tell you. It’s Casina.

Lysidamus What did she do?

Pardalisca She’s gone mental. Threatening her husband and stuff. She, eh...

Lysidamus Eh?

Pardalisca I’m so scared my tongue’s slipping all round my mouth.

Lysidamus Spit it out!

Pardalisca She wants to do him in. Sword!

Lysidamus Phew.

Pardalisca Sword!

Lysidamus What about the sword?

Pardalisca She’s got one.

Lysidamus Why has she got a sword?

Pardalisca She’s going to run us through.

Lysidamus Of course she is. Can this day get any worse?

Pardalisca If only you knew what she was saying earlier.

Lysidamus Tell me.

Pardalisca She swore she’d kill whoever tried to sleep with her tonight.

Lysidamus Kill me?
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Pardalisca Kill you, sir? No, sir. What’s it to you, sir?

Lysidamus Him, I meant him. She wants to kill him?

Pardalisca (Aside) No fool worse than a randy old fool.

Lysidamus Why, is she threatening me too?

Pardalisca She’s more raging at you than anyone else.

Lysidamus Why?

Pardalisca Why? You wouldn’t let her marry Chalinus. That’s why. See you, 
see her, see her husband, you’ll all be dead this time tomorrow. Says 
she.

Lysidamus I give up.

Pardalisca (To audience) I just made that bit up. It’s a little game I like to call 
trick the trickster. My mistress and Myrrhina invented it, but I’m the 
one playing it.

Lysidamus Pardalisca?

Pardalisca Yeah?

Lysidamus Does Casina still have the sword?

Pardalisca Aye. Two.

Lysidamus Why two?

Pardalisca One for you, one for Olympio.

Lysidamus Why didn’t Cleostrata take them off her?

Pardalisca Would you go near someone having a fit with a blade in their hand?

Lysidamus Why doesn’t she talk her down?

Pardalisca She’s trying. But she keeps screaming she won’t put it down til she 
marries Chalinus.

Lysidamus Why does everyone love Chalinus all of a sudden? Why would she not 
want to marry me? Olympio!

Pardalisca You make that mistake a lot, sir.

Lysidamus I’m so scared my tongue’s slippery too. Please, tell my wife to calm
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her down and let me come in.

Pardalisca Alright.

Lysidamus If you do I’ll give you some... sandals?

Pardalisca Sandals.

Lysidamus Gold ring?... And other... pretty things.

Pardalisca Dead on.

Lysidamus Make sure you do.

Pardalisca Keep your hair on. (Pardalisca exits)

Lysidamus (Seeing Olympio) At least the food’s here.

Enter Olympio and Cocus.

Lysidamus Salve my good man.

Olympio Just good?

Lysidamus What’s happening?

Olympio You’re in love, and I’m hungry.

Lysidamus That’s a perfect amount of food.

Olympio I can’t wait to get something hot inside me.

Lysidamus And what about the food?

Olympio Ha ha.

Lysidamus What’s wrong with you?

Olympio I’m starved to death.

Lysidamus Come here, I’ll fill you up.

Olympio Get off me.

Lysidamus Who’s master here?

Olympio Master of who?

Lysidamus You. You’re a slave.
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Olympic I’m a slave?

Lysidamus My slave.

Olympic You must be mistaken. I’m a freedman. Remember our little deal? If 
you want Casina, I’m the only one who can make it happen.

Lysidamus Alright, alright.

Olympic Alright what?

Lysidamus I need you, my dear Olympio.

Olympic And?

Lysidamus (Speaking with a country accent) I’m your humble servant, master. 
I’m all yours, hey.

Olympic (Speaking with a posh accent) Sure what use have I for a slave?

Lysidamus You’re not going to whip me are you, master?

Olympic Probably after the... No! When will the royal feast be ready?

Lysidamus When you order the cook to get cooking.

Olympic (In his own accent) (Shouting inside) Cocus! Cocus! Get the pots 
heated up. Make the finest dinner you can. No Roman remains for me 
tonight. (To Lysidamus) Right, will we go in?

Lysidamus (In his own accent) Oh yes, problems. Casina’s inside waiting to stab
us.

Olympic It’s her wedding day. She’s probably stressed. Leave her be.

Lysidamus After you.

Lysidamus and Olympic exit. 

Enter Pardalisca.

Pardalisca (To audience) I need air, my stomach’s killing me. I wish you could 
see what’s going on inside. The house is manic. So there’s the old 
man going buck daft in the kitchen. Screaming at the cooks so he is. 
They’re working hard to spoil the broth. Olympic’s strutting about 
like he’s king of the bloody Empire. And the wives are giving 
Chalinus a makeover. You see, he’s going to dress up as Casina for 
the wedding.
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Enter Lysidamus from his house.

Lysidamus (Shouting in to Cleostrata) You’re a waste of space the lot of you. Eat 
it yourself then. (Listening to something Cleostrata says) Because I 
need to walk the bride and groom to the farm. Anyone could try to run 
off with her. I know what men are like... I’ll be back in the morning... 
It’s a long way... No I don’t know which way we’re going. Why?... 
There’s a lot of ways out of Rome. Doesn’t every road lead to it? 
Right, let’s get this wedding started. Send out Casina. (To Pardalisca) 
What are you at?

Pardalisca I’m not at anything.

Lysidamus You are. What do I pay you for, eh?

Pardalisca You don’t.

Lysidamus Bugger off. (Pardalisca exits).

Enter Olympio.

Olympio (Singing) Here comes the bride, sword by her side...

Lysidamus Olympio, my friend, my ally, my husband in crime. How are you?

Olympio I’m starved. What’s keeping them? I’ve been ready for ages.

Lysidamus That’s the theme of this wedding. The hare and the bloody tortoise.

Olympio Maybe if I sing the wedding song again...

Lysidamus Good idea. I’ll join in.

Lysidamus/
Olympio

Here comes the bride, big brown wide-eyed. In several hours she’ll be 
ready for a ride.

Lysidamus Nothing. This is stupid. If I’m going to burst, it won’t be into song.

Olympio Ah good, they’re coming.

Lysidamus There’s hope yet.

The bridal procession enters with Chalinus (dressed as a bride), Pardalisca, Cleostrata, 
and Myrrhina.

Pardalisca He’s caught the scent of Casinw^- already. Time for the grand finale. 
Lift your feet there, love, don’t be tripping just yet. You need to be 
able to stand over your husband.
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Olympic I’ll get her for that.

Lysidamus Shut up.

Olympic She’s putting ideas in her head.

Lysidamus Give over. You’ll be well shot of her soon.

Pardalisca Come on, Olympio, come get your new wife.

Olympic Give her here.

Pardalisca And be gentle with our innocent little virgin, won’t you.

Olympic Aye. You can go now.

Pardalisca Have fun.

Lysidamus Go.

The women exit.

Lysidamus Finally. (To Chalinus) Oh my darling, my honey-pot, my little flower.

Olympio Hands off, she’s mine.

Lysidamus The first bloom’s for me.

Olympio She looks just like a queen. Ow!

Lysidamus What?

Olympio She just stamped on my foot.

Lysidamus She likes it rough.

Olympio Ow!

Lysidamus What?

Olympio She just elbowed me in the ribs.

Lysidamus Stop shoving her about then. You know nothing about women. Look, 
when I touch her... hey!

Olympio What?

Lysidamus She nearly rear-ended me.

Olympio Maybe that’s a hint.
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Lysidamus Will we go then?

Olympic Come on, my darling.

All three exit.

Enter Myrrhina, Pardalisca, and Cleostrata.

Myrrhina A good feast followed by great games. I’ve never laughed so much in 
my life. (To Cleostrata) With your plots and her acting you’d go far in 
theatre.

Pardalisca I’d love to know what Chalinus and his new husbands are getting up 
to.

Cleostrata Me too. You were right, Myrrhina. There’s no point moping out. If 
your man’s going to stray, you might as well play. I can’t wait to see 
his face. Pardalisca, go see what’s happening.

Myrrhina Can you see anything?

Pardalisca Hold on.

Olympia enters from the house.

Olympic The shame. What will people say? (To audience) Listen to me while I 
tell you my queer story. This alone’s worth staying til the end. So I 
took Casina to the bedroom. ‘Lie down’, I says, ‘make yourself 
comfortable’. I wanted to get in and out before the old man got her. 
He was off drowning himself in Old Spice again. So I got her into 
position, soothing her with soft words. I started off slow. Asked for a 
kiss to warm her up. But she hit my hand away.

Cleostrata (To Pardalisca) Over you go.

Pardalisca Where’s your new wife, Olympic? Has she ditched you already?

Olympic Oh no. They know.

Pardalisca Where’s Casina? What happened?

Olympic I don’t know how to put it into words.

Pardalisca You got into bed.... Then what happened? All the dirty details.

Olympic Someone might hear us.

Pardalisca There’s no-one here. Well, hardly anyone. Most of them are asleep.
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Olympic Well, the first thing I felt was... it was very big.

Pardalisca What does that mean?

Olympic I put my hand up, under her dress, you know, and...

Pardalisca And...

Olympic I eh...she eh... (Olympic whispers to Pardalisca)

Pardalisca She had a what?

Olympic I know, it was huge. She could have killed me with it. Imagine, a 
sword. So I grabbed hold of the hilt.

Pardalisca What would she be doing with a sword, in bed?

Olympic You’re right. On second thoughts, a sword would be cold.

Pardalisca Then what?

Olympic It gets worse.

Pardalisca Was she hiding something else up there? Had she been stealing 
vegetables?

Olympic You mean like a cucumber?

Pardalisca It was a cucumber?

Olympic No.

Pardalisca Carrot?

Olympic No. It wasn’t any sort of vegetable, but whatever it was, it was fully 
grown.

Pardalisca And then what happened?

Olympic I said to her, ‘Casina, my beautiful wife, don’t hurt your husband.’ 
Then she covered up her... you know. When I saw she’d blocked 
herself off I asked if I could try another way in.

Pardalisca Charming.

Olympic But she didn’t turn over. Didn’t even answer me. So I leant in for a 
nice long kiss to sweeten her up. But her beard pricked me. So I got 
down on my knees. Then she kicked me in the chest, punched me in 
the face. She’s uglier than I remember, Pardalisca. A real hideous
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Pardalisca

corpus. Then I ran out, left a bit for the old man.

Amazing. You had enough of our games yet?

Olympic Yes! What was that? Is she after me?

Enter Lysidamus from the house.

Lysidamus The shame. What will I do now? How will I look myself in the 
mirror? How will I look my wife in the face? She’s going to kill me. 
She will. Damn wedding.

Enter Chalinus from the house.

Chalinus Stop right there my sexy husband. Where do you think you’re going? 
You not want to cop a feel sir?

Cleostrata Ave Lysidamus.

Lysidamus I’m trapped.

Cleostrata How did you get in such a state? Where’s your cloak? Where’s your 
walking stick?

Myrrhina I reckon he lost his stick when he went for Casina.

Lysidamus I’m dead.

Chalinus Will you not come back to bed... with Casina?

Lysidamus I feel sick

Chalinus Do you not love me anymore, sir?

Cleostrata Answer me. What were you doing?

Lysidamus Nothing, I swear. It was just someone’s idea of a wank. Prank!

Cleostrata Slippery tongues again love. Why are you so nervous?

Lysidamus Can someone help me out here? Myrrhina? Chalinus? Olympic, my 
dear Olympio.

Olympic Me? What do you want me to do? You’ve ruined me. You’ve 
destroyed my marriage. You embarrassed me. You...

Lysidamus Shut up.

Olympic You were never going to give me Casina. You never wanted to share
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her.

Why do you think that?

You need to ask?

Well if I gave that impression, I’m sorry. But I don’t remember... 

Chalinus, refresh his memory.

No no, I’ll take your word for it. Cleostrata, I’m so sorry. I made an 
awful mistake. You’re right, I’m nothing but a fool. Please forgive 
me. I’ll never think of Casina again. Myrrhina, make her see sense.

I think he’s serious this time, Cleostrata.

Alright, alright. I forgive you. But only so the audience can get home 
quicker. They have a life you know.

You’re not angry?

No.

Really?

Yes.

I’m the luckiest man alive.

Well I’m not. I married two men today, and not one of them made an 
honest woman of me. And they call the Greeks tragic.

When you leave this theatre and get on home,

You leave us behind in ancient Rome.

So listen my friends and I’ll let you know.

What’s going to happen after the show.

My son, you know, who was fired from the stage? 

Well enough of your pity, he just got engaged. 

Casina it seems, is the child of Alcesimus,
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And now free, she can marry the young Euthynicus.

Poor Olympic will attempt to flee,

But I lied, I was never going to set him free.

And Chalinus, although he dented my pride,

If he keeps quiet, I’ll let his punishment slide.

The wife will go back to trusting her man,

But I’ve already worked out my next game plan.

There’s a girl up the road, and, sorry to be blunt,

I can’t wait to finally get into her... house.

You’re a disgusting lot. Well, when in Rome.

We hope you enjoyed our little play.

And hope the actors were worth their extortionate pay.

But if there are faults, please don’t berate her (towards Rachel), 

Put the blame on Plautus, not the translator.

But now it’s your turn to play your own part,

Put your hands together and clap with all your heart.
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Appendix Four (b) 
Casina: Programme
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Appendix Five
Portfolio of Rehearsed Reading Feedback
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Bragan^a, M. (2011) (email)

Re :

20/04/2011
From Manu Bragan^a 
To Rachel Kirk

Hi Rachel!

Denise and I thought it was really really good, and very funny.

Here is some additional feedback, on minor points, as you may want to include this in 
your thesis or think about it:

1 - Guillaume, Denise and I found the Roman names a bit confusing: it took us
some time to really understand who was who (when they mention each other’s names); 
Denise mentioned a Mel Brooks' movie where they have made-up names such as Bigus- 
Dickus, etc. You may know it. Not sure, it would work for Plautus;

2 - The opening was a bit too expected, I think: I wonder if it would not have been better 
to have the text in Latin at the same time as the opening music and then a kind of false 
note when the actor says 'lingua latina?';

3 -1 also wanted to ask you a question about the 'anglo-saxon' language: was it that 
'anglo-saxon' in the original play?

4 - re question asked about masks: I don't think people would get this nowadays, and 1 
don't think it would have suited your lively translation anyway (masks add a distance, I 
think, when the interaction with the public created a sense of proximity);

Congrats again! You really did a great job! 
Speak soon.

Manu
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Browne, C. (2011) (hand-written note)
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Reynolds, J. (2011) (email)

Casina: Further Feedback, J. Reynolds, Kingston University 

23/04/2011
From Reynolds, James H 
To Rachel Kirk

Dear Rachel!

I just wanted to feedback on the work that I saw this week, in a more formal way than 
just having a chat about it afterwards.

I think my main impression was that the translation fulfilled its role of mediating 
between cultures and contexts in a way that showed both a historical awareness, and an 
awareness of how comedy works on stage. By which I mean that the challenge of re
envisaging a historically distant style of performance, i.e. the Roman comedy, and of re
envisaging a style of comedy that now sits most comfortably, if anywhere, on 
television, were challenges that the translation met successfully. The work had a self 
reflective quality which hinted at different styles of comedy with roots in the Roman - 
and I’m particularly thinking about Renaissance revivals through Commedia - but also 
the 20th century revivals of Commedia and the emphasis on the physical training of the 
performer in the (particularly) French tradition of actor training and the impact this has 
had on styles of performance. So there were moments when the production seemed to 
echo with different moments from the history of comedy, and I think that's one of the 
reasons why people in the audience feedback session felt the need to compare it to other 
genres/styles/television programmes. One way of describing this might be to think of the 
translation as evoking a series of lenses, each of which magnified an impression until we 
seemed to be reconnected to a source of fairly primal comic energy -- which we might 
romanticise as Roman, but probably mistakenly, as the Romans themselves were 
working within some kind of tradition. This is what I mean by the historical awareness 
of your translation - not an atavistic perspective, but a fine sense of positioning. 
Alongside that I think it's fair to say that what was accomplished was a translation of 
humour — although we still play with stock characters, innuendo etc it is difficult to 
actually achieve comedy with such material. I think that the sense of tradition that the 
piece preserved allowed anachronistic material to be dealt with at arm's length, giving 
the audience a kind of buffer between them and the material which allowed the joke to 
be the joke. This kind of double coding was effective because it allowed the ancient 
material to achieve the kind of self-reflexive irony which a contemporary audience might 
associate with comedy, and yet at the same time retaining that sense of a historical 
source text, which of course brings history with it as extra interest.

Hope that makes sense!

Keep in touch,

Jim
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Williams, A. (2011) (email)

'Casina' Rehearsed Reading - feedback

12/05/2011
From Anna Williams
To Rachel Kirk

I attended the rehearsed reading not knowing quite what to expect as am not involved or 
knowledgeable in the area whatsoever. I was therefore a little apprehensive as to whether 
I would be able to follow or appreciate the event as well as someone in this field! 
Thankfully the manner in which the play was translated and the style of performance by 
the actors really held my attention from beginning to end - essential as the comedy was 
so fast paced and energetic. It was potentially easy to get lost in the intricacies and 
farcical twists in the tale, but the way in which the dialogue was made applicable to a 
modern and diverse audience from all backgrounds was fantastic. The enthusiasm and 
appreciation by the audience is evidence of how such an ancient text was translated and 
adapted to such effect.

Anna Williams


