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INTRODUCTION 

Shakespeart's ,~de~~.s i~rc , / i~r  ,2ktr.r11rc> stands as a ratl~er coiltroversial play. at least as regards 
critica1 reactions arid analyses. It is a play based upon a w~orld of contrasts. w~hich pervades the 
language (most speeches are built o11 antitlieses). sets characters iil oppositioil aild inarks the 

structure of thc play in several ways: o11 tl-ie oiie hand. the rliythiii cl-iangrs drainatically as tlie 
play moves on to the secoiid Ilalf- "the first half is al1 abstract debate. al1 talk. talk. talk: the 

second is al1 actioii" (actress Juliet Stevensoil. in Rutter 1988: 39): oii the other hand. the asis 
on whicli the tragedy is first established shifts from the coiiflicts provoked by tlie inoral 
rigliteousness of a puritaii law-giver to the dileinma and paiii of a u-oinan's sacrifice: finally. tlie 

tone of tlie play is also antithetical. since what had definitely started as a tragedy - both the 
central motives of the plot aild the maiii characters are typically tragic - suddciily becoines a 
coiiiedj- with farcical intrigues and a happy end. despite the fact that the ma,jor male characters 

liad been threateiied with deatli in tlie first half and tlie two feniale characters had liad to deal 

witli tlie threat of the deaths cif others (Frye. in Sai-idler 1986: 151 ). 
All this has created a certain feelii-ig of confiisioil. incrcased by the fact that tlie pla), 

seems to coilfer "equal drainatic power to i-i-iutually exclusive positions" (McLuskie. 1985: 94) 
and that it  discourages LIS fioin coi-idemning people. sii-ice tlie characterizatiui-i is iinmersed ii-i an 

increasii-ig sei-ise of irony which never leaves us (Frye. in Sai-idler. 1986: 1-17). as we can neither 
really like or condemn aily of the characters: 

We caii't condemii Claudio Sor his fear of n~l-iat he feels to be [...] a totally 
undeserved death: we caii't coildeinn Isabella for tuiniiig shre~visli when slie feels 
betrayed by both Angelo aiid Claudio. [...] Angelo is cei-tainly not more likable 
as a hypocritical fraud thaii he was iil his days of ii-icorruptibility. but hc seeins 
soineho\v inore accessible. [...] But Isabella. in her iiivulnerable virtue. would ilot 

be anyoi-ie's f'avoi~rite heroine [u-hile] Lucio l...] retains somethin_« about hini 
that's obstinately likable. 

F r y .  iri Strritíler (1  986: I4--8) 
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Shakespeare thus ii-ilposes an insecurity ofn~eailing o11 the reader (Rose 1985: 107) and 
leaves us with an ~iilsettliilg feeling. particularly tou-ards the inaiil female character. Isabella. 
who has produced a "wider divergente of opiilioil" than aily other character iil the play (R.M. 
Smith 1950. iil Rose 1985: 103). being altemati\~ely dekilded or accused aild greatly detennining 

critics' reactiom to tlie play as a whole. Critics of the play have eitlier described Isabella as a 
hysterical character whose reactions are caused by repressed sexuality. or have defended her 
right to sexual fieedoin and have ~inderlined hei. dit'fic~ilt position. as central to tlie outcoine of 

othes characters' destinies but inanipulated by theiii. 
1 shall Iiere analyse this diffic~ilt aiid ccintroversial Shakespeareail character iil differeilt 

reception splieres. u-itli both a textual and a pei.foiniance approach and iil both a source-culture 
aild a target-culture conrext. w-itli tlie airn of thsowing some light on the reasons why the 
perceptions ot'lsabella ha\-e been so divergciit and. ultiinately. oil the factors which iiltervene 
iil the iilterpretatioii of drania characters aiid tests. 

1. INTERPRETING ISABELLA 

Isabella is cei-tainly the inost problematic character in ,\4eu.s111.e f i~i .  i\feasln.c. Her fanlous liile 
"More thail our brotliei is our chastity" (7.4.185 j. encapsulating Iier dileinma. has been the centre 

of al1 sorts of criticisins and it  has rnostly been interpreted as the product of inhibition or of an 
obsessionwith sex. which inakes her sailctity cold and self-centred. RSC actress Juliet Stevenson 

ii~fonllally suimnarises inost people's riegative reactioils to this character: '.Nobody likes 
Isabella. Tliey thiilk slie's a prig. that she's running away froill the world iilto tlie coiiveiit 
because slie's frightened of her own sexualit);. They woil't forgive her for valuiilg her \-irginit). 
above Claudio's life" (in Rutter 1988: 26). This actress and Paola Dioilisotti. both of u-hoin have 
played Isabella with the RSC. iilsist. however. oii tlie need to understand this character's 
positioii: when Isabella enters the play (not ~intil scene 4). everythiilg has already beeii 

establislied by tliree n i e n  the Duke. Ai~gelo. and Claudio - but slie suddenly becoines the axis 
arou~ld which the actioil revolves: she has to deal u-ith everybody's contradictioils. even with 
hers. and slie is asked to redeenl her brother. who has been condeinned for a vice she herself 
coiidemiis. Isabella's dilemma must be analysed i11 the coiltext of her Christian convictioil. in 
which the body rnay be sacrificed to redeein the soul rather thail tlie other way round. urhich 

therefore rnakes death dealable with. That is why both actresses fiild that coiltroversial line tlie 
"trickiest of the pertomiance" and iilsist that it can only be interpreted witliiil Isabella's values: 
"Isabella speaks tlie line with utter convictioil. If you're Isabella. 'More than our brother ....' is 

, ~ ~ I L . I .  not opinion." (Dionisotti. iil Rutter 1988: 26). They fi11d it ve. difíic~ult to play Isabella to 
nowadays audiences. wlio do not share the coilcepts of dainnation aild grace that are so 
fundamental to the play. But thcy botli fiiid Iier very attractive aild. iil fact. tlie most courageous 
character iii tlie play (in Rutter 1988: 76). 



Jacqueline Rose ( 1  985) and Kathleen McLuskie (1985) havc studied ditterent critica1 

ailalyses of Isabella.' aild they both coi~clud~.  tliat slie can oiily he iilterpreted iil the role that the 
text itselfallows her. McLuskie rejects a possible feminist iilterpretatioii ot'the play: "Feiniilist 
criticisin of this play is restricted to esposiilg its owii exclusioil from the text. It has no poiilt of 

enti? iiito it. íbr tlie dileininas oftlie narratiw aild tlie sexuality under disciission are coilstiucted 
iil  coinpletely inale terms aiid tlie woiiien's role as the ob.jects ot'exchange witliin that systein 

of sexuality is ilot at issue. however inucli a fttn~iilist iniglit Marit to draw atteiltioii to it" 

(blcLuskie 1985: 97).'Rose. tor her part. is surprised at tlie accusatioiis that Isabella has received 
- wliich have beeil even stroilger tliaii those agaiilst Htrmle/'s Gertrude: "Giveil that ,Ifea.sií/.e fiw 

dfccrsrrr.c is oiie of Shakespeare's plays where i t  is generally recogiiized tliat his inethod of 
characterizatioii canilot fully he grasped psychologicall!~ (the weakness of Claudio as a cliaracter. 
tlie allegorical role of tlie Duke). then the exteilt to which Isabella has been discussed iil terms 

of cciiisistenck. credibility aild ethics is striking" (Rose 1985: 105). 
Like most 01'Shakespeare's female characters. Isabella is dependent upoii tlie meii. who 

are usually tlie iiiitiators of tlie actioii in his plays so that tlie woineil appear ii i  relationsliip to 

thein a s  wives. daughters. lo\:ers or mothers - aiid in a reactive. rather than an active. positioii. 
This does ncit ineail their psychology cannot be as coniplcx as tliat ofmeil or that Sliakespeare 

does not give thein "eildless aveilues to explore". as al1 the actresses wlio discuss his feinale roles 

in Rutter's book thorouglily agree (1988: xxiv-xxv). Isabella is also ii~itially iilareacti\lepositioii 
but she soon becoines the centre of the actioii: her dilenuna will Ioom largc iil tlie first lialf of 

the play aild her owii sexuality is tlie spark that sets off the inaiil crises. 
Interestinglj-. aild iroilically too. Iier sesualit!- pla!.s a inajor role iii al1 her sceiles. wlieil 

al1 that slie had waiited to do was retire into a coiivent: her pleadiilg with Ailgelo becomes a 
sexual coiiflict itselt the fact that slie is showiilg her face when she is about to take a vow wliich 
will forbid her to ever speak uncovered t« a inail (Rose 1985: 117). Iier voice. her excessive 

propriety and tlie parados she represeiits as a sexually attractive riiin al1 provoke tlie central inale 
cliaracter's sexual desire and iiuier coilflict; slie gradually becoines aware of Iier owil sexuality. 
so that cven Iier laiiguage is tinged witli ero~icisin. particularly in Iier scenes with Arigelo. while 

both cliaracters had initially been "paralysed by inoral rigidity" (Frye. iii Saiidler 1986: 146). 

-1sabella has been described as ii .hussy' [...l. .hysterical' [...l. as suf i r inp .inhibiiion. [...] or .obcession' [...] 
about sex. Shr Iias also been reverrd as divinr" (Rose 1985: 104): Rose does not share oiher niorr tavourable 
analyses either: "1-he basic accusaiioii [Iier lack of sexuality] does not greatly ditler from thr inore rrieasured 
interpretations of lsabella's slow srowtli inio humaiiity whicli have been otyered againsi it" (Rose 198.5: 105). 

Pilar tiidalzo also wams of sotiit. conteinporai? analyses "against the graiii". uhich inay reslilt i i i  anachronistic 
iiiiei-pretatioiis of Shakehpeare's plays: "Shakespeare's coiiiedies assert sexual differences and register male and 
feiiialr as soiiietliing nat~iral and takeii for franted. Tliih does iiot nieaii that soine female characterc are no1 
presented ~vitli soiiie iioiable syinpath) \vhicli led Clara Claiborne Pai-A to sa!. on a note which has disappeared 
li.«ni the latest criticisiii. that 'Sliahespeare lked and respected \vuiiieii: \vhicli is soniethiiig not evrrqdoby does"' 
(Hidalgo 1947: 3 7 )  (iny translation). 
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Rose coinpares the accusations that botli Gertrude aiid Isabella have received o11 the basis oftlieii 

sexual roles: "Ciei-trude iii H ~ I I T I I ~ J  of too iniicli sexuality. Isabella in i\!errsl1r.c,f¿)1.d4ccr.rl1r.c of 1101 

eilougli. lii both cases. tlie saiiie notion of escess or deficieiic~~ has appeared in tlie critica1 
coiniiientaries o11 tlle p1aj.s. [...] 111 botli. sexuality entails daiiger aiid violates propriety. or forin. 

1 ...] Sexiia1it~- appears as infi.ingement. aiid iii eacli case it is tlie woinaii wlio is tlie cause" (Rose 
1985: 95-97). 111 McLuskie's vieu (1985: 97). Isabella's actioii is deteimined by her sexuality 
and is basically defiiied in Aiigelo's liiies (3.4.134-7) summarising the argument about whether 
lsabella will give up lier brotlier aild tlius be more tlian a woiilaii. or submit to Angelo's lustf~il 

entreaties. aiid so be less than oiie. 
Like inany Sliakespearean w-oinen. Isabella is put o11 trial. but she is also at tlie centre of 

the filial resolutioii of the play. wlieii al1 the intrigues wliich liad beeii set iip by tlie mai~ipulatiiig 
Duke coiiie to aii eiid aiid Isabella becomes "tlie Duke's staged inastei-piece" (in Northrop Frye's 
words [Sandler 1986: 1531): she plays a11 importailt part in Act S - albeit witli not inany liiles -. 
first to disclose Angelo's hypocrisy and real character. tlien u-heii slie is tested once agaiii at tlie 
eiid oftlie play. since i t  is not unti1 slie pleads witli tlie Duke for Ailgelo's life - still tliiiiking tliai 
Angelo has had her brotlier executed - tliai it is revealed tliat Claudio is alive. 

11. PERFORMING THE PAKT OF ISABELLA 

Tlie diflerent iiiterpretatioiis of Isabella on the inetatextual leve1 are inatclied oii tlie stage bj 
directors' choices regarding tliis cliaracter. wliich reflect tlieir attitudes tou-ards Iier.: We shall 
study this by coinparing two very differeiit productioils of A f e a s z ~ r c , f ¿ ~  A/ierrszlre by the Royal 
Shahespeare Coinpaiiy. wliich will show how directors' decisioils ine~itabl!. detei~iiine the 
audience's interpretatioii ofIsabella aiid of tlie play as a whole. We shall focus oii two iniportaiit 

aspects beloiiging to differeiit sigii systems of the pert'ornlance text. wliicli will illustrate 
divergent drainaturgical choices betw-een these productions: a)  the choice of'tlie actress for tlie 
role of Isabella. aiid b) the iilterpretation of a stage direction coiicernii-ig her final exit. 

The first of these two RSC productions was directed by Barry Kyle in 1978. with Paola 

Dionisotti as Isabella. and received al1 soi-ts of unfavourable coiiiinents iii reviews (sucli as 
'-nayward". "miscast" and "directed by a noodle" [Rutter 1988: 761). ~\leci.rzrre ,for i\leci.rlrre 

returiied to Stratford five years later iii the hands of Adriail Noble witli luliet Stevenson playiiig 
Isabella and winning wide acclaini. Rutter ( 1  988: 40) describes tlie new receptioii situation for 
tlie plajr: "iii 1983. botli the political and tlie theatrical cliiiiate liad changed. 'Feiiiiiiist' liad iiiade 

As Aston and Savoiia explaiii ( 199 1 : 100). "1 i]ii tweiirietli centlip traditioiis of Western theatre. the 
responsibilit) Sor orgaiiising the theatrical higii-systeiii has fallen to the director" aiid liis'her draiiiarurgical 
choices us~ially reveal an uiiderlpiii~ ideological iiitent (1991: 109). 

('i~crc/cie,.nos ck I~~lologícr Ingli~.\ci. \»l. 7.2.  2001. pp. 3 - 3 9  



its \$ay into the vocabular).: chastity was beiilg reclaiined as a sexual optioil: Isabella was ripe 

for recuperating: and Juliei was ready to take o11 the challeilge." 
Northiop Frye (iil Sandler 1986: 145) suggests that when we are reading Shakespeare we 

should think of oursel\~es as directing a perfoimaiice of the play in question. so that oile of the 

choices we would llave to inake is "the kind of actors and actresses that seem right for tl~eir 
assigiled parts". A n  actor is defiilitely not al1 einpty sigii (Aston &: S a ~ o i l a  1991 : 103). siilce he 

generates a whole unity of signs by ineans of which he coweys character to the spectator: factors 

such as age. physical attributes. costume. inaimer oi'walking. etc. will acqiiire sigilificance o11 
ihe stage. so that ihis choice is ilot at all iiicoilseq~iential. 

Northrop F y e  eveil describes the type of actor aild actress he would lilie for Ailgelo a i ~ d  
Isabella. who \vould correspond to the idea he has of thein: 

If 1 were castiilg Angelo. I'd look for an actor who could give the impression. not 
n-ierely of soineoile inorallj. very uptiglit. but possessing the kiild of powerful 
sexual appeal that inany uptight people have [...l. If 1 were castiilg Isabella. I'd 

want ail actress who couId suggest an attractive. iiltelligent. strongly opinionated 
girl «f about seventeen or eighteeil. who is practically druilk o11 the noti011 of 

becoining a iluri. but wl~o ' s  really possessed by adolescent intr«\~ersion rather 
than spirit~ial vocatioil. That's whjr she seems nearly asleep in the first halfof the 
play. 

FI;IV. i17 Sundlcv. (1 986: 1 4 5 6 )  

This idea is obviously not shared by everybody. aiid cei-taiilly ilot b!. al1 directors of the 
play. Paola Dioriisotti recalls that Barry Kyle sau- lsabella iu~sympatl~etically. as soineone who 

was arel. repressed. uptight ai-id mean-spirited. SIle hiilts that it was probably her o\vn 
appearance that \van her the role since. with her "thin bony face" and "small mouth". she "could 
slip iilto that inodel for hini very easily" (in Rutter 1988: 39). Kyle also thought of lsabella as 

"old". ineariing forty. arid as soineone who had always wanted to go ¡rito a convent. u-hich. 
consideriilg the age she w~as cast in. would inake her look iather frustrated too ("a11 extremist". 
Paola thiiijis. to 1978 a~idiences): and. to inake sure the audieilce did not side with Iler ai all. he 

rnade Isabella the older sister. castiilg Claudio as v e n  youilg arid iiiilocent. which would 

iilevitably piit the audience on his side and make thein regard Isabella's dilemrna 
ui~syi-iipathetically. Her costuine was also significant. showing her a~isterity -"Wimpled. hooded 

and veiled. Paola's Isabella was the inost rigorously habited Isabella ai Stratibrd for a decade" 
(Kutter 1988: 33) - and. although the actress never discarded it. she ~ised it as a very sigilii'yiilg 

prop throughout the perforrilance. puttiilg the hood back. rolling her sleeves up aild getting dirt 
on the hein as Isabella's ambivalence towards retreat iricreased. She tried to show her habit 
gradually got in her way. a i ~ d  ex11  pulled the wimple off when she thougl~t Claudio was dead. 
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After the first ilight. Kyle hiinself realised he had iiot got it right uitli Isabella. 
particularIy regarding Iier age aiid the iinage she prqjected. as Dionisotti reineinbers \+itli sonie 
fiustratioii: "lt was tlie day after we'd opeiied .\le~i.s~ir~e,fi)r ,\~~L'L~.YIII.L>. We'd al1 read tlie reviews 
- soiiie were awfiil. He caine to i11e iii iii? dressing room and said. '1 tliink u-e've gone al1 wrong 

with Isabella. l...] 1 thiiik we should be thiilkiilp about L...] soiiieoiie ven  v e s  youilg. v e s  
iiinoceiit ..."' (Rutter 1988: sx).  

Juliet Stevensoil was more fortunale ~ t i t h  lier director aiid was alloued to explore tlic 
positii\-e sides of tlie character and reiiiteipret lier. Hei Isabella M-as "uaim. vivacious. eveii 

seiisuoiis" (Rutter 1988: 41 ). This actress iiisisted that the production sliould i~ot  be set iil a 
conteniporan situatioii if tlie audieiice were to syinpathise witli Isabella's dileinina aild support 
lier ratlier thaii take a detached aild critica1 view of it. 111 this 1983 productioii. Isabella certaiilly 

caine out as soineoiie iriuch iiiore attractive tliaii in tlie previous oiie. iiot just because of tliat tone 
given to tlie perforinaiice but also because of tlie externa1 appearaiice ofthe actress: with the 
director's aiid tlie desigiier's approval. Steveiisoii rejected tlie liabited aild uinipled Isabella oii 

tlie grounds that tlie iiuii's costuiiie would stereotype her cliaracter.' while she waiited tlie 
audience to locik at a persoil ratlier tliaii see the iinage of a i ~ ~ i i i  al1 iiiglit. Besides. slie ti3iiiid the 
liabit too restrictive for Isabella's coilstaiit chaiigiiig. which is retlected iii her laiiguape (Rutter 
1988: 41-42). She \\-as also cast as niuch youiiger tliaii thc previous Isabella aild certaiiil>- iiot 

older thail Claudio: we ileed oiily look at the pict~ires of tliese two productions to coiilpare tlie 
ver\. different iinages the audieiices w-ould Iiave got of this Shakespeareaii cliaracter. \+hich 
woiild iilevitably have governed tlieir reactioiis towards her. 

Thc questioii of the iiuii's Iiabit oiice iilore shows that tlieatre is a densely sigiiifyiiig 

systein in which everything ~thich  is preseiited to tlie spectator is a sigii. It also illustrates 
present-day directors' tiee haiid ii i  iiiterpretiiig stage directioiis iii classic tests. wliere tlie 
!\i.hcn/eu/ (Iilgardeii's tenii for tl-ie test coiitaiiiiiig stage directioils)' is inscribed iii tlie dialogue. 

so that stage directions Iiave to be estrapolated tiom it. Thus. althougli Shakespeare gives no 
utr.ci-tlicilogic stage-direction' tbr Isahella's costuine. a habited IsabeIla iiiight however be 

deduced froin tlie way she is intioduced to Aiipelo by both Provost aiid Angelo's servant: 
Proi~o.st. "Here is the sister of the iiian coiidcmn'dl Desires access to you. 1 [...] a v e n  virt~ious 
inaid.1 .4ild to be shortly ot'a sisterliood.1 If not already." (2.2.18-27): Scr.i-ur.it. "Oile Isabel. a 
sister. desires access to you" (7.1.18). These inight be takeii as in/r,a-tlicilogic stage directioiis. 

' ..The deployinent of certain signs and ihe exclusion of others coiistitutes aii 'inierpreiaiion. of ihe role directed 
b) the perfornier" (Aston & Savona 199 1 : 106). 

As opposed to the Htriipríe~í. or iiiaiii body of draiiiaiic teui (Aston & Savona 199 1 : SI  ) 

" See Astoii & Savona's classiticatioii of e~írir-cliolo,c~c~ and i i~~r~ i -d i~ r lo ,~~~~  stage directions: Aston & Savona 
1991: 71195. 

( '~iiiili~rtior ~IL, I~iIolopiii Iiipl~~>i~. vol. 7.2. 200 l. pp. 23-39 



and obviously open to interpretation. "Tlie Nebenteut. sub.ject to iiiterpretatioii by tlie director. 
designer. actors and technicians. adliered t« with vaiying deprees of coininitmeni and 
understanding. o11 occasion ignored. niay or inay not sur\-ive to ii-iforin tlie productioi-i" (,\stoii 
& Savoi-ia 1991 : 73). This 1982 RSC production preferred to ignore tlie possible interpretatioii 

of these speeches as in~~.u-~/ilicrlo~ic stage directions. ii-i order to ~i-iake Isabella's appearai-ice inore 
coinpleinentary to tlie overall iinage she was to pro,ject. 

This leads us t« the second performance aspect we shall be dealing with. whicli also 
conceri-is the intei-pretation of a stage direction. iiamely that of Isabella's final esit. Shakespeare 
pives Isabella no words at the end: the last time she speaks is when. kneeling before the Duke. 

she pleads for Angelo's life: and she is assipned no words ii-i the test u.he1-i the Duke seems to 
propose to liei aftei disclosing Claudio: "aiid lbr your lovely sake.! give me your hai-id aild say 
you will be inine" (5.1.489-490): or after tlie Duke's final speecli: "Dcar Isabel.! 1 have a ri-iotion 

much iinports your good:: Wliereto if you'll a williiig ear inclii-ie.! What's mine is yours. and 
what is yours is inine" (5.1.533-525). after which he invites eveiyhody to accompan)~ him to I-iis 
palace and they al1 "e.~elml". 

Tlie "problem" here is wl-iat Isabella should do: i t  is probably open to interpretatioii once 
again. althouph we inipl-it also take the Duke's words as  anotl-ier esample »fa11 iiitra-dialogic 

stage direction. this tin-ie of the type tliat Aston & Savona classi-. as "n. I J .  ilciion: other- 
directed". and thus intei-pret tliat Isabella's actioi-i is indicated by tlic Dube's nords. so that sl-ie 
is supposed to take his l-iai-id ai-id accept his proposal. 

Neitlier of the actrcsses playing Isabella in tl-iose two RSC' piocluctioiis. Iio\\-ever. were 
veiy eager to accept a coi-iventional I-iappy ei-iding. Juliet Ste\.eiisoii tliiiils Is;ihclla \\-as giveii no 
words probably because sl-ie does not really know what to say to ilic I ) L I ~ L > ' \  pi.oposal (altl-ioupli 

this actress also poiiits out that havinp no uords ii-i tlie last act i h  ~ i . ; ~ i ~ i I l !  ~ l i c  case with other 
female protagonists ii-i Shakespeare's plays). At tlie end o f ' , t l e ~ ~ \ r ~ ~ ~ ,  /o/-  \ I~,~t \r i i .~, .  iiiei-i have once 

apain oiganised thiiigs. "S« wliat should Isabella sa). or do? 1 ~isccl io iiihc. ;i loiig. lonp pause. in 
which 1 looked at everyoi-ie - drawing in the collective cxpcriciic~~ iii ;i \\a!. Ilicn 1 took tlie 
Duke's hand" (Stevenson. i11 Rutter 1988: 53). Paola Dioiiisotti scciiic.~l le\\ \ \  i I  liiig io accept tlie 

Duke's proposal. Her final speeches liad been heavily cut b!- tlic clirc~cior. ; i i i ~ I  h! tlie time the 
Iluke's words caine sl-ie said she felt weaiy aiid devastated. so sli~. co~ilcl iioi liii~l ilic rcason tor 
a happy endinp anywhere: '.Tlie fact that Sl-iakespeare doesii'i scripi Ih;ihcll;i'~ Liiis\ver to tlie 
Duke's proposal but just leaves it with I-iis line. 'Give ine tliy 1i;iiiil.' icl l iiic slic doesn't give 
Iiiin her Iiaiid. 1 thiiik it's quite clear. Sliakespeare is Icavinp aii cstrciiicl! big \ oid iliere. a figure 

wlio goes conipletely silent and inakes iio comn-iitinei-it. She doesii'i. 1 Ic. nsks. 1 3 ~ 1 1  sl-ie doesii't" 
(ii-i Kuttei 1988: 40). It is iiot clear froin [lioi-iisotti's accouiit. h«\\r\.cr. i\ Iictlici. slic liiiall). took 
his haiid. as the director probabl!. wanted - I-ie did want a happ! eiid -. or slic simply stood 

silently o11 tlie stage. by the Duke's side. 
The questioii iio doubt has to be nepotiated ii i  eveiy performance. aiid soinc directors 

have takeii advantage oftliis "openness" that seeins to cl-iaracterise tlic ciid ol'tlie pla). and I-iavc 



interpieted lsabella's reactioii to the Duke in uays \\-hich others inay consider unorthodos: 

McLuskie inentioiis a productioil of this play by Jo~latlia~l Miller. in bvhich lsabella "literally 

refused the Diike-s ofkr  of inai~iage aild u-alked offstage in the opposite directioii" (McLuskie 

1985: 95). She esplains tliis theatrical decisioil iii ideological and dramaturgical teims: 

Miller has becn a powerful advocate for tlie right of a director to recoilstruct 

Shakrspeare's plays iii tlie liglit of iiiodern preoccupations. creating for thein an 
afierlift: uhich is ilot deterinined b\. their origii~al productions. 4 s  a theatre 

director. he is au-are of the extei~t to u-hich the social ineaning of a play depends 

upoii tlie arrangeineilts of theatrical ineaiiiilg: wliicli is different fioiii siinply 

assertiiig alternative "inteipretations". 

:ikLl~.rkicr (1 YKj-  95) 

1 would like to fiilisli this sectioii b), refening to tlie \vay these two aspects u-e1.e dealt 

with in tlie only Spailish production of tliis p la-  1 llave record of. whicli was directed by Miguel 

Narros and put o11 at the Teatro Espafiol in Madrid i i i  1969. Tlie script was Eiirique Llovet's 

vai~slatioii of tlie play. whicli will be studied later. Isabella was played by Berta Riaza. whicli 

suggests that her pei-forniaiice was more in line with that of Juliet Stevenson since this Spaiiisli 

actress conveys the iinpression of a stiong deterniined woinan aild tlie reviews suggest that lier 

perfonnaiice was meant to inake tlie audience syinpathise with her- slie was described in Pirchlo 
as "cormloi~erforr J: connioi~iclu" ["moving aiid nio\.ed" (rny translatioii)].- She was. liowever. 

dressed as a nuii like Paola Dioiiisotti - she is wearing a wiinple and a habit iii the photographs 

of that production published in El E.spec/rr~for. J .  Irr cr.ííicrr -.' but this is probably the iiorin iii 

productions of tliis play. Juliet Steveiisoii's costuine beiiig aii exception. There are no refeiences 

to lsabella's final esit in tlie reviews. and Llovet lias added no stage directioii in that regard: 

liowever. aiid interestingly. the translator lias deleted tlie Duke's proposal from 5.1.489-490 (he 

nou- only addresses Isabel tliere to say he ii~ill forgive Angelo) and has tianslated his final speecli 

to Isabella iii 5.1.532-535 siinply inlo -'l.cuhel. yucr,i~frr Isuhel ... 11 ii qrri.cier.(r h«cer./c , /;/ ir 
~~cl:corirrlmer~/e I"lsübe1. dear lsabel ... 1 would like to inake >.o11 happy personally ..."]. 
Altliougli these words might also be interpreted as a proposal of inarriage. i t  is certaiiily a 

sliorter. \-aguer aiid slightlj~ inore surprising one tliaii i t  was in tlie souice test. siiice nothing lias 

iiow been said of this kind before. so that tlie end of the play turris out to be even more 

aiiibiguous ii i  tliis regard in this Spanish target test. But since those are now- the Duke's filial 

words. \\-e inay guess he probably took Isabella's haild and they al1 exited. 

All tlie English translarions tliat I sliall ti.oiii now on iiiclude in braclers after al1 Spanish quorationr \vi l1  be m). 
own. Theq will be literal iranslations itieaiit to clarit) \\ha[ rhc quotarions  ti?^ to illustrate. 

Francisco A I \  aro. El E.sl,ec/mk)~.j. 10 crílic~i (El lealro eii E r l ~ ~ i ñ a  en IY6Y). 

( '11~1~1~~1~170s LIL~ 1 11010,q~~~ l l l g / ~ . \ ~ ~ .  vol. 7.2. 200 l . pp. 2.:-.;9 



111. TRANSLATINC; MEASURE FOR MEASURE 

We shall finally see ho\v Isabella's charactcr has been portrayed in two Spanish traiislations of 

the play. \\-hicl-i have been selec~ed ainong the various target texts of i \ k c ~ . s l ~ r e , f i ) ~ .  Aletr.\.zlr.e into 
Spanish because oftheir \ser!. different purpose and function: 

- ~ \ ~ t - l i u ' u p o r  riwtiititr. William Shakespeare. 1993. Translated by Luis Astrana Marín. 
Madrid: Aguilar. 1 l st ed. 1934. Madrid: Calpe] 

- A k t l i d t i  por. 117etiitltr. li'illiai~ [sic] Shakespeare. 1969. Translated by Eilriclue Llovet. 
Madrid: EscClicer. C'olección 'I'eatro Alfil. 

Astralla's text is detinitely reader-oriented. shows ail approacl~ to the source text inainl! 

as a literac. text. and is presented as a learned literal translation. as can be deduced f'roin the 

surtitle o11 the tirst page. which reads (in iuy translation): "Introdiiction. traiislaiioil aiid notes. 
First iinabridged version from the Englisli original." By contrast. Llovet's translation is clearly 

perforinaiice-oriented: iii iact. it seeins to llave been coinmissioned for the production directed 
by Miguel Narros i11 1969. aiid it is preseiited as a "iri..c.itit7 l ibre" ["t'ree version"]. in thal 
cautious way i i i  which translators for the stage ofteii offer tlieir target tests i i i  order to jiistify tlie 

shifts tliey h a ~ e  brought about to make the test acceptable to the i.eception iionns of the target 
culture and to prevent aiiy accusations of infidelity by tliose wlio strictl! adhere to ail estremely 
source-orieilted concept of translation (Ribas 1997: 77). '  Llovet's translatioil. Iiowever. cannot 

really be accused as "uiifaithfiil" to tlie source text - whatever tliat ienn nieans in draina 
trailslation - wllile he also seeiiis to have iiianaged to create a really successfiil text in the target 

culture. as can be deduced fio111 thr reviews of that produetion.'" 
The scei-ies that have been analysed in order to stiidy whether thcsc divergent approaches 

have iinplied difkrent translatioii strategies coneeniiiig Isahella are those in wliich she appears 

in tlie play: 3.7. 7.4 (\\-ith Angelo): 3.1 (\vith CIaudio aiid with the Duke): 5 (all). 

Llovet eveii incl~ides aii " . - l i i i ~w í r i c~ r "  ("self-criticisni") iii his translation. in \\.hicli he states that he has tried io 
clarif! tlie iiiaiii liiie of a pla! \\hose verse becoiiies difticult because of it' deptli and. on occasion. of its 
aillbigllit>. 

1 All the rcviews quoied i i i  E/ e.~/~e~./t ic/or I .  / L /  L.I.~IICII. í'ro~ii papers such as E/ E\/'/ ( ~/ . i / )o / t .  114 and . l I 4 / t f .  1 .  

describc 1.lovet's versioii as faitlif~il io ihe source texi's cssence and a l  ilie saiiie tiiiie applalins to preseiit-da! 
audieiice,. aiid the! do not siiiit o11 their prai,e of his text. 

í 'iictcler~ior [/L. /.il11l11g:i11 Ingle.rci. vol. 7.2. 2001. pp. 23-39 



In Astraiia's text. Isabel la's speeclies usuall) coiitaiii iiiore words thaii iii the source text." 
but tliat is siiiiply a result of'tlie literal approacli of  tliis traiislatioii. in which every semaiitic 
coiiteiit is traiislated aiid soiiie -'uiiclcar" senteiices are explained in paraphrase or iii footiiotes. 
Her speeclies liave al1 beeii inaintaiiicd iii ii~iiiibcr and iii length (as well as tliose of tlie other 

cliaractcrs) aiid thc lexical coiitrasts aiid parallelisms which pemadc iiiaiiy of theiii llave also 
been preserved. In general. tlie tonc ofher  laiiguage aiid her attitiide are veiy similar to tliose of 

the soiirce text. but two thiiigs Iiave to be iioted uhicli make this Isabella sliglitly different: first. 
she son~etimes souiids rather iiiilder aiid more cercnionious. particularly iii the scenes with 
Angel«. Thus. "tlie blow ofjustice" (7.7.3Cl) becoines ".\ci~o.iticrcT' [-'se\serity"]: -'slipped". in her 

daiigerous accusatioii lo Aiigelo - "If he liad beeii as you. and y o ~ i  as hc.1 you would liave slipp'd 
like hiin" (7.7.63-64) .  whicli provokes his iiiiinediate reactioii "I'ray you be gone". lias beeii 

turned iiito "ekelitiqi,ick>' ["offeiided]. whicli iiiakes it more legalistic aiid less personal. aiid 
therefore less erotic. thaii iii tlie source text: aiid lier despairing "Spare liiiii. spare him" (2.7.84) 
becoines a veiy iiiild "E.~r~i.sc~e/lc. cxcirctrdlr" ["Excuse liiiii. excuse hiiii"]. n-liicli seerns a bit too 
couileous iii the context. 

Secoiidly. Isabella's pauses. sileiices aiid stops for breatli. wliicli are inarked in tlie source 
test by lier poetic rliytliiii. are not observed in Astraiia's prose traiislatioii: i t  \voiild be up to the 

actress using this target test as a script to decide oii her rhythin but the reader of this traiislation 
- a  more likely receptor of it - lias iio i~idicatioii of  tlie teinpo of  Isabella's speeclies. nliile the 

reader OS tlie source text n ~ g .  liave aii idea by the lialf liiies whicli tiiiisli aiid eiihance sonie 
importaiit words. the ]ay-out of tlie poetry and tlie rhyines. 

4 s  a11 example of this target text's Isabella. let us read a sectioii ot'lier final s o l i l o q ~ i ~  iii 

7.4 ('-To I\ hoiii slio~ild 1 coinplaiii'? ...") after her second inteivierv with Aiigelo. which illustrates 
the general translatioii slrategy used for this cliaracter: tlie nietaphors she resorts to are the saine: 
tlie puiictuatioii aiid the leiigtli of senteiices l i a ~ e  beeii preserved. u-hich may gi\,e aii idea ofher  
teinpo: she souiids \-el? emotioiial in the traiislatioii too. but the pauses are agaiii not indicated 
and the lexical coiitrasts betweeii iinpoi-taiit words are iiot highlighted by the syntactic structiire 
or by the rhythin. as tlie>- are in tlle English text (iiotice iii particular tlie eiiipliasis on "abhorred 
pollutioii" - in a lialf-line - and the rhythnical coiitrasts -'cliaste/die" aiid -'brotlier/chastity" in 
Isabella's two famous lines 184-1 85. in tlie source text): 

I ~ L I ~ .  [...] 1-11 t« iny brother. [...] 
That. liad he twenty lieads to teiider down 
011 tu'eiity bloody blocks. lie'd yield tliein up 

Before his sister sliould lier body stoop 

I 1  The source text ediiion that ha\  been used for this paper is ihe folloning: Williain Shakt'spearc. Tlw (..oin/)Ie/~, 
I l ó r k ~ .  A neu editioii. rdiied uith aii iiirroduciion aiid g l o s s a ~  b) Peier Alexaiider. Londoii aiid Cilas:o\\: 
Collins. 1970. 

C'ii~t~leinor ~11, 1 ilob>gí~~ l17gle~tr. vol. 7.2. 2001. pp. 23-.39 



7'0 such abhoi-r'd poliution. 
Then. Isabel. live cl-iristc. and brotl-ier. die: 

More t1iai-i our brother is our chastity. (2.4.180-1 85) 

ISABELA. (. . ./ Ti)): en hlrsc.rr tle r?ii her~i i (r~io: / . . ] q ~ i c ~  .si~)osej,ese i ' ~ i ~ i / c ~  ~ e r l ~ e z ( ~ . \ ~  

q//CJ ~ ' 0 / 0 ~ ~ t l / '  ,SOhl'e lY'¡1?le / ( / ; O 9  , S ( 1 1 7 ~ l ' ( 1 1 7 / ~ 2 , ~ ,  /L/,? L/ll/'íC/ (llI/C!S YlIC .SI/ /?~~/'t77(/17~/ 

hirrnillcr.ve .su cirrrpo hcrjo irricr polzrción 1017 crhor~r.ccit/(r. J'or. /arl/o. i.ii-e c,tr.cltr, 

I\crhel. / ~ i .  her~n~trrio niío. niilcJr.e. ,l4ci,s c-nrcr qire riire.s/r.o /?c~r.rii(rrio es llllcJ.\./l,(l 

c(r.s/i~kr(/. ( 1  993: 96) 
["I'II go aiid tii-id iiiy brother: l...] who. l-iad Iie iwenty I-ieads to put o11 twenty 
bloody blocks. would pive theni up rather tl-ian let his sister stoop her body to 
sucli abliorred pollutioii. T1-iei-i. live cliaste. Isabel. and you. 111)- brother. die. 
Dearer t1iai-i our brotl-ier is our chastity."] 

At tlie end ofthe play. the Duke's proposal to Isabella is as e\.ideiit i i i  tliis translation as 
ii-i the original: "Crive n-ie your liarid ai-id say you will be i-iiiiie" (5.1.490) has beeii rei-idered 
literall!. into "tkrtlrlie i3i~c2.\/r.cr ninrio J .  clc'cidqzre .sc>~.c;i.c riiícr" ( 1993: 486). 111 fact. liis lii-ial words 

to Isabella can be ii-itei-preted as a proposal of inarriage eveii i-i-iore clearl5- iii [he Spaiiish text. 
tliai-iks to thr use of the word ';.>r.o~po.\.ic.iór7" ["proposal"] - ~vhich ~is~iaii! coiiocates with 
"rlrtr/r.in?o~ric," ["inarriage"] - fi)r tl-ie Duke's English "11iotioi-i": '-1)ear Is:ibcl.' I ha\-e a inotioii 

much ii-iiports your good: 1 ...]" (5.1 ,532-533) > "Qireritkr Ie(rhc~/. ~c.ii(=o ( / I I C ,  /icrccr.o.e 1117(1 

pr 'op).~ic, iór~ qzre i1ii/701./n iilzrcho cr i.irc.c/r.c/ tlicllo." [Dea r  Isabel. I Iiii\ c io iiiakc :i proposal to 
yo11 wliicli u-ill be of interesi to your happiness"] (1993: 486). Oiicc agniii. \ \ e  <lo not kiio~v 
Isabella's reactioii to tliose u-ords. sii-ice Astrai-ia has remaiiied Iliiililiil io ilic lach of a stage 
directioii there. 

Isabella Iias clearly changed lier tone iii Llovet's ti.aiisl;itioii tiii ilic siagc. Slie uses 
plainer aiid cei-tainly i-iiore direct languape. w1.iicI-i iiiakes hcr soiiiicl iiior~. :i\\~.sti\.c in general 
than iii the source text and iii Astrana's tarpet text. Several sti.atcgic\ Ii:ir L. h~>cii ~iscd for this: 
1.lovct has chanped the inood of ii-iany of lier speeches. so thai slic i \  g~.iici.:il l! Icss csclainatoiy 
o - "O just but severe law!" (3.2.4 1 ) > "Leí ley e.\ jzr.s/(r J .  ( I  111 I.O: \ c , l . c ' / . r ~ . '  1 ..1 .;I\\ is,iiist ai-id 

at the carne tiine se~ere"] ( 1969: 28) - and Iler rl-ietorical qucstioii\ iii Iicr rcii\oiiiii~ \ \  ith Ai-igelo 
have frequentl!; beeii turned into statei-i-iei-its ai-id assertions. Slic appciis. LIS iiiiicli niorc darinp 
and direct iii lier retorts to hiin: the following is a clear exaniplc ol'iliih. hiiicc slie is clianged 
ti.om beggiiig iii the source text to actually questioning liis explaiiaiioiih iii ilic Spaiiish text: 

Iscrh. Yet shon some pit). (3.3.99) 

' Although soine e\clriniatioiis (..;No! ¡No! ¡No!'.) have been added in ilie ~iiiddle ot'oiie o f  her speeches in 3.1. 
i i i  which she rqject her brother's sugfestioii iliai slie iiiisht surrender to Angelo's advaiice\ ( 196(): 42). 

( 'ii~i<lc~rii(>.\ tic 1 ilologiii 117~lr.sci. vol. 7 .2 .  200 1 .  pp. 23-39 



ISABEL. I . t ~ ~ ~ r c i f i r J r i o  lierie I I L I ~ L I  qiie \>el. coi1 eso ( 1  969: 3 0 )  

[-'Mercy has nothiiig to do witli that."] 

1,lovet's test inakes tlie meaiiiiig ol'lier seiiteiices aiid arguinents come out iii~tcli iiiore 
clearly (noiice the additioii of --,\411cho" liere): 

.4rig. Wliy do you put tliese say iiigs upoii ine? 
I~al , .  Becaiise authorit~.. thouph it err like others. [...] (3.2.1 33-1 35) 
ANGELO. ; QIIC; I ~ I I ~ O  >.O q l i ~  iver con /~LILI.Y e.ws niri,~irilo.r ? 

["What do 1 have to do witli tliose sayings'?"] 
ISABEL. .\liicho. LLI ~ i ~ i / o i . i c i ~ ~ d  .\c C Y ~ / ~ I , O C U  [.../ ( 1969: 3 1 ) 

["A lot. Autliority errs ..."] 

Iler assertive toiie is added to by tlie fact tliat her origiiial hypotlieses have mostly beeii 

turiied into declaratioiis of certaint) . since coiiditioiials have beeii traiislated into tlie indicative: 

Lstrh. [...] 1 liad ratlier give my body than iny soul. (3.4.56) 
ISABEL. I'o SLIC'I.~~~C.LII.C! 111; ciierpo C I I I / ~ S  que i i i i  111111~1. ( 1969: 33) 

["I will sacritice rny body before iny sciul."] 

Lscrh. [...] Better it were a brother died at once 
'flian that a sister. by redeeining him. 
Sliould die for ever. (3.4.106-1 08) 
ISABEL. /.../ .si1 r i~i ler/e nionien~uiicrr es nwjor.qiie iiii niiier./c e/cl.ila. (1 969: 37) 

[" ... Iiis inoineiitary death is betiei than iny owii eterna1 dcatli."] 

Angelo's languagr is also more direct: inaiiy of liis rhetorical questioiis in liis soliloquy 
in 3.2. as u-el1 as some of liis questioiis to Isabella. I ~ a \ ~ r  become stateineiits too. wliich inakes 

hiin iiow sound ratlier aggressive aiid ceriaiill!- less ambiguous: 

.411g Were iiot you. tlieii. as cruel as the seiiteiice 

That you have slandrr'd so'? (3.4.1 09-1 10) 
ANGELO. EI.C\ /un ci.ire1 conio Ir1 le), q ~ i e  lo hcl C~OI~L/L>IIIIL¡O ( 1969: 37) 

["You are as cruel as the lau tliat has condriiiiied I-iirn."] 

IiiNai~os's 1969 prciductioii. Aiigelo was played by a well-kiiowii Spaiiisli actor. Agustiii 
Goiizález. who was re~riewed i i ~  Pliehlo as ..~ldinii.~lhle" and "dirr~iviliio" ["adinirable aild really 

(' i iacier~ios rle 1 i l o l o~ i [ r  Inylc<<r. vol. 7.2. 200 1 .  pp. 2.3-.39 



harsh"].': .l'his was no doubt partly due to the lailguage his pari was given in Llo\.et's tesl: 
Ailgelo is ceriainly notably Iiarsher aild colder. aild sometinies less personal: 

Aild he ia quite f'rai-ik about Ilis sexual attraction: 

.4tig. Plainly conceive. 1 love you. [...] if you gil-e mc love. (3.3.141-143)) 
ANGELO. Tc de.veo. Ivtrhel. /.../ ,vi / r i  rlccctic.c u ~ I ~ O . F / C I I . / L >  cotiii~igo. ( 1969: 37) 

["I desire you. Isabel [...] if yo~i  agree to sleep with me."] 

I,I»\et has added a seilteilce which makes this character real]!, clear. e\en too blunt. 
about l i s  iiltentioils (iri rny uilderlining): 

.'ítig. Believe me. oil inine hoi~our. 

my words express iny purpose. (3.4.147- 148) 

ANGELO. So. ( '1.icnic. Te IIC ~/ icho 10 tj~le .~ic)ti/(~. O IL, ( I ~ ~ I L ~ . \ . / ~ I . s  co1in7izo o 111t110 

L I  C 'ltllltlio. IC 10 ;LII.O. ( 1964: 38) 

["No. believe me. 1 have told you what 1 Seel. Either !:ou sleep u-ith me. 
or else 1 swear 1'11 kill Claudio."] 

I'he eroticisin iil Angelo's and Isabella's sceiles has been reduced in this trailslation too: 
the u-ord -'bed.*. for iilstance. Ilas disappeared froill Isabella's vei-y seilsual speech in 2.4 ( 100- 

103). However. the danger eiltailed in her use of tlie word "slipped" (see 7.7.63-63 abow) has 
beeii pieserved in the Spailish word ">eccltk~" ("sin") ( 1  969: 39). with a rather inore rrligious 
tone than iil tl-ie source test (appropriate to tlie speaker's character. howe\~er). but certainly less 

distailt and legalistic tl-iail in Astralla's text. 
In geileral. Llovet uses a very natural incidern language ai~d. while the prose does ilot 

coiltribute to highlighting the Iexical contrasts iil Isabella's speeches- as happened i i i  Astrana's 

text too -. this target text does shwt an attempt to retlect her rhythin and teinpo: iinportani 
pauses are here iildicated b!. dots. such as those followii-ig the i~iain sentences in her so1iloqu)- 
at the eild of Act 3 (2.4.1 80-1 85; see ab01.e): 

ISABEL. /...] Htlh1ili.L; L .O~I  ( ' 1~~11~ l io  ... /.. ./ E.51q .\egrli.tl L/? i/zle i9eirr/e c t ~ h c ~ z i ~ ~ .  

I 111 t./ e . ~ p c ~ ~ / i r t / o i l -  11, i,i.i/ic.ii (see iiote 8 above). 

í 'iic~iLri~o\ 1ie I ilolog:i<i I / I ~ I ~ ( L I .  \ 0 1 .  7.2. 200 1. pp. 23-30 



ellíe /lii7iercí. i9eit7/e it1clit7cíí.ící hujo c l  hocshei dc>l i.c~l.oilrgo... Téii71c cnhezcí.c. crt71e.~ 

c/c> iveí./?ro.s/i/~íidcí cí .su her117cí17cí... ; l )<f;e~?c/~> 111 ccí~~~ielc~d, I,scíhc~I, cílít7q1íc> íncí/et7 

o ('lcíiieiio! ... Leí ccí.s/iolr,d p.c. 1i7rí.c. i901io.c.el y l l r  leí 1-ieki tic] 1ít7 ho~1lcit7o ... L.. ]  ( 1  969: 

38-39) 

["I'II talk to C'laiidio ... [...] 1'111 sure that. had he t\\ent!. heads. tu7eilty he'd b c ~  
uilder the esecutioner's ase ... 7 weilt). heads. rather thail see his sistei- prostitute 

herself. .. Defend ! oiir chastity. Isabel. eveil if Claudio is killed! ... Chastity is 

inore valuable than a bi«thei.'s life ... [...]" 

Fiilall!. aild interestingl!. Isabella's speeches have al1 bceil inaiiltaii-ied i11 niimber aild 

in leilgth \\hile soine of Ailgelo's moiiologiies have beei~ reduced. uhich r e ~ e a l s  an ii~teiiti«n to 

inahe this feinale character's preseilce felt at least as pouerfully as that of the me11 around her. 

Metaliilguistic. extratextual and testual considerations llave beei~ combiiled iil this study of 

A!eo.c.iii,e,fi)t. . l len.~li i.r 's Isabella. iil which 1 Iiave tried tu approach this character both iil her 

testual role in the play and as a part to be played b~ an actress. These t u o  approaches have been 

coinpleinented by an aiialysis of two vei-y differerit Spanish trailslatioi~s of the play. the 

coinparisori of wl~icll witli t l ~ e  source test and that betweeil t ~ o  differeilt KSC productioils have 

served to illustrate tlie degree to uhicl-i draina texts are opeil to iilterpretatioil: the divergente 
whicl-i al1 litera? works ina! meet with iil their critica1 ailalyses and readers' receptioil is more 

palpable in draina texts since directors'. desigilers' a i ~ d  actors' vie\\s of each character aild of 

the play as a a-hole are physicalised o11 tl-ie stage aild audieilce receptioil is mediated by thein. 

Beiilg an iilterpretive act as \\ell. drama translatioi-i - whetl-ier as a pririted literan editioil or as 

a script for perfonnai-ice ii-i a target coiltest - will also pro,ject diftkrent iinages of a p l q ' s  

characters. ilot just because wl-iat is norinally good to read is not alivays good on the stage aiid 

vice versa. but because trai~slators. like directors. mould their products according to their ou-ii 

views of the source text aild of tlle translational nornls of the target culture. As a coiltroversial. 

indeed ainbiguous character. Shakespeare's lsabella has served as a good esainple of al1 these 

spl-ieres of interpretation that draina characters are generally sub.ject to. 
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