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ABSTRACT

This article develops a collaborative, performance-oriented approach to translating the Rasasadana
Bhana of Godavarma Yuvaraja (1800-1851), a Sanskrit dramatic work from Kerala in South India.
The bhdna is a genre of Sanskrit comedic monoioguc with Cxampics dating from the late Guprta pcriod (c.
500 CE), and which has had a significant but iargely overlooked presence in Kerala since the fourteenth
century. To better understand this presence and to explore how performance might enhance the practice
of translation, we partnered with the Nepathya Centre for Excellence in Koodiyattam to produce
multimedia “transcreations” of select verses from the Rasasadana performed in the Katiyattam style. This
article outlines our methodology and presents key outcomes from our research conducted remotely during
the COVID-19 pandemic. The juxtaposition of English translation and Katiyatcam performance in a digital
multimedia format, we find, not only reveals the deeper valences of Sanskrit humor in Kerala, but also
enables tradition-bearers to participate actively in the translation process.
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1. Introduction”

Sometime in the early 1800s, Godavarma Yuvaraja, the noted scholar, poet, and ruler of the
principaiity of Kodung:ﬂiur (Cranganore), composed a Sanskrit comedic monologue, or bhdna,
called the Rasasadana, or “House of Love” (Shivadatta and Parab 1893).' While it was not the very
last bhana written in Kerala, this lively and erudite work falls at the end of a robust 500-year
history of bhana production in this region of South India (1300-1800). As such, the Rasasadana
offers a rich snapshot of the intricacies of performance, social life, and the cosmopolitan cultures
of pleasure in Kerala (Freeman 2003: 453-457) on what has been called “the eve of colonialism”
(Pollock 2002). Besides the Rasasadana, quite a few other bhanas were written in Sanskrit as well
as Malayalam during this time (Devarajan 1988, Raji 1999). Extensive textual and ethno-historical
research is necessary in order to explain how and why these plays were produced and their role in
the formation of the unique cultural identity of early modern Kerala.* As groundwork for such a
project, this article develops a performance-oriented approach to the basic task of translating and

" This article draws on research supported by the Social Science and Humanities Research Council of
Canada. Sections 1-3 were primarily contributed by Sathaye and sections 4-6 by Mucciarelli.

' While the title literally means “House of Aesthetic Emotion,” we use the translation “House of Love” to
indicate both the dominant emotive experience of this play (syngara or eros) and a nod towards the
courtesan culture of the red-light district that is the central setting of the bhana.

> For historical studies of carly modern Kerala, see Bayly 1984, Veluthat 2009, Devarajan 2011, Malayil 2018,
Vielle 2019.
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making sense of Godavarma’s play, and investigates whether such an approach might help us
better appreciate the cultural signiﬁcance of the Kerala bhanas.

The first step in making cultural claims about a text is to translate the text. This essay
poses three methodological questions about translation in the case of the Rasasadana. First, we
ask, what are the affective qualities of this Sanskrit theatrical work that are to be represented in
English? Of particular concern is the production of aestheticized humor, or hasya, which is one of
the hallmarks of the bhana as a genre. Second, how might the performance traditions of Kerala—
specifically Katiyactam and Cakyarkatcu—help us to present the affective dimensions of this
Sanskrit humor? That is to say, how does traditional performance itself already involve a process
of “intersemiotic translation” or “transmutation” (Jakobson 1959: 114, cited in Williams 2013: 8)
that might be mobilized for translation into English? Finally, we explore how we might juxtapose
live performance and literary translation as transcreation, as theorized by Purushottam Lal (Lal
1996, Mukherjee 1997), in order to effectively allow readers to have an affective engagement with
the text.

These findings represent the resules of a research collaboration with the Nepathya Centre
for Excellence in Koodiyattam carried out in December 2020 in the Village of Moozhikkulam,
Kerala. Due to global travel restrictions during the COVID-19 pandemic, we used online
videoconferencing technology to work remotely with Nepathya, who recorded a 20-minute live
performance of one verse from the Rasasadana Bhana. To this footage, we then added our own
English translation of this verse as subtitles, and presented the resulting video alongside a textual
translation of the episode within the play (see Appendix). Our initial findings suggest that a
performance-centered, multimedia approach to translation allows for the communication of
complex layers of emotive and ironic meaning for global English-language consumers, while at the
same time enabling the traditional culture-bearers of Katiyattam to be involved at an integral
level in knowledge production and dissemination.

2. Trans]ating Sanskrit Humor

Let us begin by outlining our theoretical framework for “transcreating” Sanskrit humor for global
English-language audiences through the intervention of performance. Katiyattam is the only
surviving living tradition of Sanskrit theater, prcserved since at least the sixteenth century in the
temples and courts of Kerala, with precursors as far back as the ninth (Devadevan 2020: 227-230).2
Since 2001, it has been inscribed by UNESCO as a Masterpiece of the Oral and Intangible Heritage
of Humanity (Gopalakrishnan 2011a; Lowthorp 2015, 2020). Our collaborative process began with
the hosting of hosting several pre]iminary videoconference sessions with Margi Madhu Chakyar
and Indu G., the directors of the Nepathya Centre for Excellence in Koodiyattam, to select
representative verses and prose passages from the Rasasadana for performance. We then
conducted two formal interviews in English and Malayalam on December 7 and 18, 2020, in which
they discussed the significance of humor in Katiyattam, the humor of the Rasasadana, and how

3 Genera]ly scholars have placed the origins of Katiyatcam somewhere between the ninth and twelfth
centuries; however, Devadevan (2020: 228) has pointed out that while Sanskrit theater was produced in
Kerala as early as the ninth century, the earliest specific mention of Kaitiyattam comes in the sixteenth-
century Kramadipika, a stage manual for the seventh-century Bhagavadajjuka of Mahendravarman. For
further historical analysis, sece Moser 2008, Narayanan 2021, Shulman 2022.
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they might go about staging it for audiences in Kerala. These were edited and released as a short
film (heeps://youtu.be/okgT9_CZw_w). The Nepathya ensemble then produced a digital recording of
a live 20-minute Katiyattam performance of one verse selected from the Rasasadana (verse 230),
filmed on December 20, 2020, at their traditional performance space (kactampalam) in
Moozhikkulam, Kerala. To this recording, we then added subtitles containing the Sanskrit text
and our English translacion (heeps://youtu.be/O63p8zXdv]s). This digital multimedia approach, we
hypothesized, might help to overcome certain unique cha]lenges in translating Sanskric humor
into English.

What exactly are these challenges? To begin with, the process of textual translation in any
context involves a fine balance between fidelity to the original text (referred to as “equivalence,”
“accuracy,” or literal translation) and its recontextualization within the cultural sphere of target-
language readers (“accessibility” or free translation). Peter Newmark (1993: 11) suggests that
“adherents to the former favour source-text-oriented translation and are sometimes referred to as
‘sourcerers, while the latter accommodate their translation to the receiving, or ‘target’ culture and
are known as ‘targeteers” (cited in Williams 2018: 72). In a similar vein, A. K. Ramanujan had
remarked that “the translation must not only represent, but re-present the original. One walks a
tightrope between the To-language and the From-language, in a double loyalty” (Ramanujan 1999:
231; see also Choudhuri 2010: 122, Steiner 1975: 235).

The tension and width of this tightrope can vary depending on the text being translated.
For example, in the case of a prominent work like the Bhagavadgita, a Hindu scripture whose
translations number in the thousands (see Callawaert and Hemraj 1983), readers have the luxury
of choice and may take recourse to several different translations depending on their needs and
inclinations. A new translator might therefore feel at liberty to act as a “sourcerer” (e.g., Malinar
2012, Zachner 1969), a “targeteer” (e.g., Stoler Miller 1986, Rao 2010), or somewhere in between
(c.g., Patton 2008). On the other hand, in the case of little-known texts like the Rasasadana, where
there are few, if any, other translations, we are compelled to tread carefully on Ramanujan’s
“tightrope,” since our translation will be the first and only access point for contemporary English-
language readers.

It is especially challenging to maintain this balance between accuracy and accessibility
when it comes to translating humor. Not only are there complex linguistic considerations in
mapping the source text into the target language, but one must also provide the cultural references
and conventions that are needed to grasp why a verbal utterance is funny. As Delia Chiaro (2010:
8) puts it, “the problem with translating humor more often than not is that it is ‘untranslatable’
in the sense that an adequate degree of equivalence is hard to achieve.” Sociolinguistic theorists
explain that humor operates by generating incongruities (“overlapping scripts” in the terminology
of Attardo and Raskin 1991) on two major levels: the linguistic/textual, in which wordplay,
double-entendres, puns, and other figures create incongruities recognized by the reader, and the

* For more on Ramanujan’s philosophy of translation, see Dharwadker 1999. We should also note that
English translations of South Asian literatures have two potential readerships: readers located outside
South Asia, for whom translations serve to advance a scholarly understanding of the region, and those
located within South Asia for whom translations offer gateways into regional literatures different from
one’s own (Mukherjee 1981: 9-10). For additional resources on South Asian/Indian approaches and contexts
for translation, sece Chaudhuri 2014, Devy 1999, Gopinathan 2014, Niranjana 1992, Parthasarathy 2003,
Trivedi 2019.
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referential/contextual, in which incongruities occur within cultural features being referenced by
the text.5 The more ]inguistic and cultural features the source and target ]anguage groups have in
common, the easier it is to translate a humorous text: “The greater the area of superimposition,
the greater the osmosis between Source and Target and, in the case of [Verbal Expressive
Humour], the greater the likelihood of amusement in the Target language” (Chiaro 2010: 12).

In the case of translating Sanskrit humor into English, the two linguistic milicux are
separated by a great distance of time and space, thereby minimizing the likelihood of such
meaningful osmosis. Take, for example, one benedictive verse uttered by the stage manager
(sutradhara) at the start of Godavarma’s play:

nityam nas cictapadme parilasatu kapalt kapalikapali-

maladhart samastapramadajanakalapah kalapah kalapah |

bhutva nirbhati yasyadhikam asusamarmamarinam arinam

utpesta yas ca dintkrtakamalamahastcomahasto mahastah || (Rasasadana 4)

May Siva play around deep in our hearts, carrying a skull (kapali)
and wearing a necklace of heads (kapali)
on a string that is a hissing serpent (ka-pa-al).
The moon (kala-apa),
who guards over the artistry (kala-pa) of everyone in love,
has turned into an ornament (kalapa) on his head
and beams down even more.
He’s a crusher of the enemies (arinam) of the divine goddesses (amartnam),
who are separated from those as dear to them as life itself (asu-sama-rina).
His hand (hasta), through its radiance (mahas-tah),
surpasses the fame of the beauty (maha-stoma) of the lotus.

The humor of this verse relies on a series of verbal paronomasia, called sabda-slesa in
Sanskrit, in which each line punningly repeats the same set of syllables three times, but with
different meanings in cach occurrence based on how the syllables are parsed. In the first line, the
word kapalt is first used as an epithet of Siva, meaning “carrying a skull.” This set of syllables then
appears twice within a compound that stretches across to the next line, kapalikapalimaladhart, and
which may be parsed as follows:

ka-pa-ali-kapali-mala-dhart
ka - “air”

pa- “drinker”

alt - “row, string”
kapali - “head”

mala - “garland, necklace”

dhart - “wearing”
“wearing a necklace of heads on a string thatis a hissing (air—drinking) serpent”

> Attardo and Raskin distinguish six “knowledge resources” that are needed to appreciate humor: script
oppositions, logical mechanisms, situations, targets, narrative strategies, and language (Attardo 2017;

Attardo and Raskin 1991; Ruch et al. 1993).
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In the second line, we find another triplet of the word kalapa. The first is parsed as “the
one which has phases” (kala-apa)—i.c., “the moon.” The second is taken to mean “protecting the
artistry” (kala-pa), while the third kalapa is read as “ornament.”

In the third line, Godavarma’s wordplay gets even more complicated, as the word arinam
is repeated three times. One occurrence comes at the end of the line, and takes the meaning “of
the enemies.” The others are embedded within a rather complicated compound that can be parsed
as follows:

asu-sama-rina-amarmam
asu - “life-breath”
sama - “same as, equal to”

rina - “detached, severed from”
amarinam - “of the goddesses”

“Of thC gOddCSSCS WhO arce separated ﬁ"OI’I’l thOSC as dear to them as hfe itSClP7

Lastly, in the fourth line, we see the triple repetition of the word mahastah. Here, the tinal
utterance is parsed as mahas-tah, meaning “due to its radiance.” The two carlier occurrences of
these syllables again are found within another elaborate compound:

durikrta-kamala-maha-stoma-hastah

dirtkrea - “made far (lic.), surpassed”
kamala - “lotus”

maha - “beauty, luster”

stoma - “praise, fame”

hastah - “hand”
“a hand that surpasses the fame of the beauty of the lotus”

The primary vector of humor in this verse lies in the reader’s appreciation of the many-
layered paronomasia, since syntactic incongruities are generated when the reader seeks out a
meaning that can only emerge when the syllables are repeatedly disassembled and reassembled. Tt
works, in this sense, like a riddle or a puzzle, such that the reader experiences delight upon
successfully “untying the knot,” as it were. A second, cultural set of references is also at play here,
through the multiple mythological references to Lord Siva as a Hindu deity. The firsc line, for
example, is a reference to his sku]l—bcaring form which he took on in penance after the beheading
of the god Brahma. The second line refers to the crescent moon that is commonly depicted as
being lodged in the dreadlocks of Siva’s iconic representation as Candrasekhara. The chird line
offers a generic reference to the eternal battles between the gods and the demons, and more
specifically to Siva’s role in the destruction of Tripura. The last line, focusing on the beauty of
Siva’s hand, appears to refer to a specific statue or mirti of the god, perhaps a localized reference
that would make sense to readers living in the town of Kodungallur. Such intricacies of sound and
meaning are lost in translation, and it is unclear ifany English rendering of this verse might be so
funny as to make the reader laugh, or even smile, without recourse to the Sanskrit text itself.

Given the untranslatability of such complicated forms of humor, what should a translator
do? Do we ignore the comedic value of the text and focus only on maintaining a fidelity to the
literal meaning? Or, accepting that a translation can never be a perfect copy of the original, do we
focus instead on communicating its humorous function or skopos, while delivering as much of its

20 Asian Literature & Translarion 11(1), 2024
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core linguistic and semantic properties as possible? ¢ Perhaps we might instead follow the
suggestion of Debra Raphaelson-West, who proposes a goal of education, rather than equivalence:

It is possible to translate something so that the effects are also translated. If chis
is impossible, however, it is still possible to do a translation in order to let the
reader know that there is something in another language and that it is something
like your translation. Using explanation and/or awkward language means
sacrificing the dramatic effect, but it is useful for cross-cultural purposes.
(Raphaelson-West 1989: 128)

In other words, it may be most practical and sensible for a translator of a complex and obscure
Sanskrit text to aim to improve their readers’ knowledge of, access to, and appreciation for the
source text, rather than simply representing it in the target language.

For most Sanskrit translators, this has involved writing scholarly introductions, copious
notes, parenthetical glosses and references, glossaries, afterwords, and other embellishments to
the translated text. Even our translation of the benedictive verse above contains such paratextual
features. In the case of theatrical works, however, the translator is not alone in the task of
educating contemporary audiences about the form and function of these texts—for this is
precisely what actors are asked to do.

This is nowhere more evident than in the Sanskrit theatrical tradition of Katiyagtam.
Performers of Kaitiyattam and related traditions employ their bodies, facial expressions, costume,
staging, percussion, music, song, and other devices that macch, and in some cases surpass, the
communicative power of paratexcual references and notes. As we discuss below, the live
performance of humor involves irony or incongruity that is visual or physical in nature, generating
a greater intercultural overlap to facilitate the process of translation. Moreover, live perfbrmances
can metatextually generate and communicate the contexts of humor in ways that are more
immediate, more direct, and more impactful. Especially considering that the Rasasadana was
composed in early modern Kerala, where performance was a core marker of cultural identity, we
suggest that integrating traditional performance with textual translation can help to
communicate the otherwise incommunicable aspects of Sanskrit humor.

3. The Rasasadana as a Kerala Bhana

Adopting this performance—centered theoretical framework, our project seeks to “transcreate”
portions of the Rasasadana Bhana of Godavarma Yuvaraja (1800-1851), one of the more notable
examples of the Sanskrit bhanas of Kerala (see Kunjunni Raja 1980: 247-250). Godavarma, also
known as Vidvan Ilaya Tampuran, belonged to the royal family of Kodungallur, “well-known for
its encouragement and propagation of Sanskrit education in Kerala” (Kamala Kumari 1993: 8). As
a city, Kodungallur was an important religious, intellectual, and political center, and a thriving
site for the regional performing-arts cultures of nineteenth-century Kerala.7 Godavarma,

¢ On skopos theory see Vermeer 1989, and for “invariant core” see Popovi¢ 1976; both sources cited by Chiaro

(2008: 577).

7 In the Cera period (ninth-twelfth centuries) Kodungallur represented a political and economic center; by
the eighteenth century the town was part of a lively network of Kerala intellectuals (Kunjunni Raja 1980:
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meanwhile, was a prolific poet and scholar, composing at least seventeen poetic and theoretical
works in Sanskrit and a number of others in Malayalam (Kamala Kumari 1993: 28-30). He is said
to have initiated the Venmani literary school (Kamala Kumari 1993: 9), noted for its adoption of

a “pure” Malayalam register and its focus on realism and naturalism (Ramachandran Nair 1999:

851).

Figure 1. The Sree Kuruma Baavafhy emle of Kdungallur. Image credit: Sarah Welch / Wikimedia
Commons.

The Rasasadana is a typical example of a Sanskrit bhana, or comedic monologue, one of
the classical forms of theater (ruipakas) delinecated in Bharata's Nagyasascra (“Treatise on
Dramaturgy,” third century CE). While later theorists like Dhananjaya (tenth century) or
Abhinavagupta (eleventh century) have different viewpoints regarding the features of this genre,
there is a general agreement that a bhana should feature (a) one act, (b) one character, the Vita or
“playboy,” who (¢) proceeds on a certain errand, mission, or adventure through various urban
spaces (including the red-light district), engaging with a number of unseen characters (including
courtesans, clients, assistants, scoundrels and criminals, monks and nuns, priests, officials,
merchants, and others) using (d) a unique technique called “talking to the sky” (akasabhasita)
(Nagyasastra 18.152-154; cited in De 1926: 65; see also Baldissera 1980: i-iii).®

In terms of style, Bharata maintains that the kaisiki (gentle, graceful) mode of oration
should be avoided in favour of bharatt (exprcssivc, dialogical) (Ndpyas’dstra 18.8-9, cited in Bose
1991: 150), while Dhananjaya prescribes that the bhana should feature the rasas (aestheticized
emotions) of s/_rr'lgdm and vira (erotism and heroism). It should be said, however7 that bhc‘mas seldom
develop the latter, and even with regards to the former, they do not generally rise to the heights
established by Kalidasa, Bhavabhiti, or other masters of Sanskrit poetry. While bhanas certainly

247-252) and constituted a sacred center for people of different religious affiliations or beliefs (Veluthat
2009: 229-248), as exemplified by two main festivals: the Talappoli and the Bharani.

¢ In Sanskrit dramaturgy, the terms bhana, bhanaka, bhanika, or bhant arc also used to denote different kinds
of uparipaka, or minor drama, involving physical movement, dance, and instrumental music (see Bose 2000:

302-303).
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dwell on the vagaries of sexual attraction, carnal pleasures, and the intricacies of courtesan culeure,
they tend to bracket their depictions of sexual activity within an ironic register by exposing
prudes, hypocrites, and naive or misguided lovers within this kama-centered world. Conversations
with courtesans, morcover, generally emphasize flirtation, teasing, or, again, ironic asides to the
audience. There is an overall feeling of lightheartedness, frivolity, and voyeuristic delight, making
bhanas appear more closely aligned with prahasanas (farces) and other dramatic forms that
generate the hdsya rasa, aestheticized humor.

The Rasasadana exhibits all of the features expected of a bhana. There is, to be sure, a
noticeable deviation from the “one-man show” structure at the stare, as an actress (Nati) joins the
director on stage to give benedictions and to set up the premise of the play. But for the rest of the
show, only one character is physically present on stage: the Vita, here named Pallavaka. He is a
clever, confident, and married expert in the erotic arts and the ins and outs of the red-light
district. A friend of the Vita has asked him to escort his wife, Candanamala, to the temple of
Bhadrakalt amidst the annual Keliyacra (Talappoli) festival that is happening in its environs.
During the morning hours, the Vita successfully accomplishes this task, while encountering several
courtesans and other characters along the way. In the evening hours, the Vita again embarks into
the temple area, where he meets various courtesans and observes many different kinds of local
entertainers at the festival, including singers, dancers, circus acrobats, sword jugglers, magicians,
and theatrical artists. His day ends with a return to his friend’s home, where he engages in witty
banter with his friend and his wife.

Historically, the Rasasadana comes near the endpoint of a long trajectory of development
of the bhana as an art form. The carliest extant example is the Caturbhani (“Four Comic
Monologues”), a well-known anthology of four bhanas that have been dated to the late Gupta
period (c. 500 CE) (Motichandra and Agarwal 1959, Janaki 1974, Ghosh 1975, Dezs6 and Vasudeva
2009). For reasons that are not clear, there is then a significant chronological gap in bhana
production until about the thirteenth century, when we begin to see examples mostly from South
India. In an carly study of the genre, S. K. De (1926) had observed that the plays of the Caturbhant
featured a “larger amount of social satire and comic relief” (1926: 73) than the medieval examples,
as well as a greater diversity of characters (76, 80), and that later bhanas “become in the course of
time entirely erotic” (83). This led De to argue that the medieval bhanas “became mere literary
exercises and subsided into a conventional and lifeless form of art” (De 1926: 72). We do not,
however, find this criticism to be warranted, and maintain instead that medieval bhanas, just like
the carlier Caturbhant, were produced with an intimate interest in mapping what Shonalecka Kaul
has described as a classical “kama culture” (Kaul 2010: 195—208) onto the comp]ex urban spaces of
realworld cities (see also Génc Moacanin 2012).% In the case of the Rasasadana, these were the
streets and alleyways around the Bhagavathy (Bhadrakali) temple in the heart of early nineteenth-
century Kodungallur. Far from being “lifeless,” this bhana was deeply embedded within the cultural
life of this temple town, and articulated the voice of one of its key intellectual proponents.
Furthermore, rather having what De (1926: 72) called a “monotonous insistence on the erotic
sentiment,” we argue that the humor of the Rasasadana is highly referential and situated within
the immediate context of its Kerala readership. Godavarma, in other words, didn’t write his play
simply to titillate, but rather to amuse, charm, and to provide a voyeuristic vision of the cultures

? In a recent publication, Talia Ariav and Whitney Cox have proposed a similar argument regarding De’s
thesis, suggesting that later authors were focusing on making “interesting and creative use of the generic
conventions” (Ariav and Cox 2021: 56) of the bhana.
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of pleasure and performance that were taking place in the streets, temples, and palaces of

Kodungallur (see Raji 1999: 59-63).

[t is important to recognize that these cultures of pleasure and performance were highly
localized. T. Devarajan’s in-depth study (1988) of Kerala bhanas demonstrates that between the
fourteenth and mid-nineteenth centuries, a great number of bhana plays were produced and
performed in Sanskrit and Malayalam for audiences across Kerala. Devarajan connects their
significance to major temples, festivals, and the feudal social-political order of Kerala at this time,
and maintains that “they represent a transition in the literary activities of Kerala, from the
traditional religious and moral disciplines to the more naturalistic materialism” (Devarajan 1988:
582). K. K. Raji (1999: 66-85) likewise compares the Kerala bhanas with another realm of
performance that was growing in importance in Kerala during this same time period: the
traditional arts of Katiyactam and Cakyarkaceu. Raji explains that the role of the Vidasaka or
clown within Katiyattam, and the Cakyar or actor in Cakyarkitcu, was to serve as a voice of social
critique of the political and priestly classes. As she puts it, “He created his own world to ridicule
and at times to criticise the society” (Raji 1999: 81). Noticing a parallel monological and world-
creating role of the Vita in the Kerala bhanas, Raji suggests that these two artistic forms had a
mutually impactful relationship: “The fact remains that the Bhanas influenced...the Cakyar Kactu
and [in turn] the Cakyar Kiattu encouraged the composition of a large number of Bhanas” (Raji

1999: 83).

As an illustration of the reciprocal nature of Kerala Sanskrit bhanas and Malayalam
performance traditions in the Rasasadana, we might consider the following fascinating description
found in this play of a performance of ottantullal, a uniquely Malayalam expressive song-and-dance
art form created and popularized by Kunchan Nambiar (1705-1770) only a few decades before
Godavarma composed his bhana (Sharma 2000). The description comes as the Vita is touring the
grounds outside of the Bhagavathy tcmp]e in Kodungal]ur, where he sees all kinds of local
entertainment performed during the famed Talappoli festival taking place at the temple.™
Through a series of Sanskrit verses, Godavarma describes a performance of ottancullal (verse 200),
dance (verse 206), tightrope acrobats (verses 201-201), magicians (verses 203-204), various forms of
swordplay, known as valeru (verses 205-207), as well as what appears to be a form of Katiyagtam
or Cakyarkdttu (verses 220-221; see Kamala Kumari 1993: 121 and further discussion below). These
verses themselves constitute a kind of “back-translation” of vernacular art forms into Sanskrit,
whereby familiar localized terms, tools, and actions are projected into the classicalized, rarified
space of the Sanskrit bhana. In so doing, the Rasasadana perhaps ironically harmonizes with a
wider tradition of‘M:ﬂaya]am translation that came to define a regiona] cultural identity in Kerala
(Ramakrishnan 2009).

Here is how Godavarma depicts ogtantullal:

gatham keralabhasaya viracitam srigarahasyadibhih
pirnam punyapuranavarnanamayim gayann ayam nartakah |
talojjrmbhitamardalasvanasamam nrtyan drsor vibhramair
bhavavyanjanakaribhir vitanute pritim sabhavasinam || (Rasasadana 200)

** As mentioned above, Kodungallur is famous today for two festivals involving Bhadrakali—the Talappoli
and Bharani. The former consists mainly in the offering of rice plates to the Goddess, and is carried out
clsewhere in Kerala as well. The latter, in which insulting “prayers™ are chanted to the Goddess, is unique

to Kodungallur (Induchudan 1969 and E]nyath 2003).
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This actor is singing a song composed in the language of Kerala,
based on a story from a sacred purana.
I¢’s filled with erotism, humor, and all that.
He dances in sync to the sounds of the maddalam drum (mardala),
that are bolstered (ujjrmbhita) by the ilactalam cymbals (cala);
and with the striking movements of his eyes, creating emotive expression,
he expands the delight of members of the audience.

Figure 2. Ogtantullal, wich mridangam and talam accompaniment. Image credit: Sai K Shanmugam / Wikimedia

Commons.

Three details are worth noting here in regards to the projection of Kerala performance
culture into the stylized world of the bhana. First, several unmistakable features of ortantullal are
invoked, including the mention of Malayalam (keralabhasa) in the first line. This seems to evoke
Kunchan Nambiar’s exclusive usage of Malayalam in order to distinguish his popular art form
from the hybrid (Sanskric-Malayalam) linguistic register of Cakyarkatcu (Raghavan 1947)."
Sccond, the evocation of the erotic and comic sentiments (§rﬁgdra and hdsya rasas) echoes the
conventions of the bhana, thus creating a resonance or alignment between these two art forms,
one that was a survival of a classical Sanskrit tradition, and the other that would have been only
recently invented by a celebrated Kerala poet for the purpose of popular entertainment. Finally,
though the names of the drum and cymbal are generic Sanskrit terms, mardala and ala, they
resonate with the Malayalam names of the specific percussive instruments that are to be used in

* It is worth noting here the legend of why Kunchan Nambiar, a drummer of the Katiyattam community,
created ortancullal. As the story goes, after being mocked by an actor for falling asleep while playing
percussion during a Cakyarkattu performance, he left the stage and decided to create a new art form
(Arundhathi 2019: 46). We might thus observe yet another parallel between bhana and ogtantullal in terms

of its relationship to Cakyarkaittu—we thank an anonymous reviewer of this article for making this
observation.
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ottantullal: the maddalam, a barrel-shaped drum similar to the mridangam but lacking the black
paste that provides the mridangam with tonal isolation, and the ilattalam, a large cymbal that is
specifically used in ottantullal performance.” The humor of this verse, then, comes not from
slapstick, satire, or ridicule, though such sentiments can be found elsewhere in the Rasasadana.
Instead, there is an incongruity that is generated, ironically, by an unexpected cognitive congruity
that arises when a modern form of Malayalam folk performance—one that the bhana’s audience
readﬂy appreciates from everyday cxperience—appears within the elite, timeless 1itcr:1ry space of
the Sanskrit bhana.

From these observations we might gather that one reason why we often don’t get the jokes
of Kerala bhana writers is not because these plays were not funny, but rather because they were
funny for people who were immersed in the culture of early modern Kerala. We simply lack the
contextual apparatus to appreciate the jokes. This apparatus, we suggest, can be effectively
generated through a performance-centered approach, one that utilizes the processes of
metatextual communication found in the traditional performing arts of Kerala.

4. Ironic Modes in Katiyattam

Let us therefore turn to our second methodological question, “How do the Kerala performance
traditions present different kinds of humor?” Here, we focus particularly on techniques and modes
of expression through which contemporary performers generate irony on stage, and how these
processes relate to the everyday experiences of their audiences. By the term “irony” we mean not
simply a joking text, but any cognitive incongruity that arises from various configurations of
verbal and physical inconsistency within a shared knowledge system. Another example from the
Rasasadana can help us begin.

Towards the end of the play, as the Vita wanders around the Keliyacra festival, he finds
himself near a stage where drumrolls can be heard, summoning people to an enactment of what
he calls a prabandha. What exactly is the performance he sees? The description of the stage and the
action suggests that it is Kaceu:?

madhye dipajvalanamadhure parsvatah panighastri-
citribhite sarasahrdayair bhisarair bhasuragre | [em. bhusurair|
prsthe mardangikavilasite rangadese pravistah
spastakiitam natayati natah ko 'pi kamcic prabandham || (Rasasadana 220)

The stage is rocking to the beat of the drum in the back,

in the middle is a pleasant shining lamp,

while on the side there are marvelous female musicians

and, at the front, distinguished Brahman connoisseurs of rasa.
Onto this stage an actor enters,

* On maddalam as typical drum used in Kathakali, Krsnattam, and in some folk arts in Kerala, see
Rajagopal;m 2010: 80-87.

% We know of Kittu enacted in Kodungallur (see, for instance, the reference to the famous flying scene in
Nagananda, Kunjunni Raja 1964: 25). Today, Katiyattam is also performed during the Kodungallur utsavam.
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and enacts some sort of story (prabandha)
with clear expressions.

Kittu, as depicted in this verse—and perhaps evoked through the punning description
spastakiita (clear expressions)—was an carly performative tradition of Kerala. It was connected
with the emergence of prabandha in Kerala as a new literary form around the twelfth century,
involving compositions in a mixture of metric and prose passages and generaiiy meant to be
recited or performed.” As with ortantullal, Godavarma’s audiences would have experienced the
distinct irony of seecing a familiar, localized mode of theatrical performance placed in the
timeless/placeless space of a Sanskrit bhana.”

The modern styles of Cakyarkatctu, Nannyarkarceu, and Katiyactam (Figures 3-5) are all
thought to have developed from Kittu by the sixteenth century (see Devadevan 2020: 234-235).%
Until the last century, and in some cases still today, these artistic traditions were part of the
kuladharma or ancestral ritual obligations of the Cakyar and Nampyar castes of actors and
drummers attached to major Hindu temples across Kerala. Especially resonant with the bhana is
Cakyarkacteu, a form of solo performance in which a male actor (Cakyar) takes the prabandha
stories as point of departure and, through lengthy passages in Malayalam, explains and expands

upon the Sanskrit verses from the prabandha.

Kitiyactam and Cakyarkiteu have a long history of using irony with intentional ambiguity
(Nampatirippat 2001; Davis 2014; Shulman 2019; Mucciarelli 2019). As Davis observes (2014),
Cakyarkiiteu engages both in social critique and a sort of cathartic humorist escapism. Following
Siegel (1987), Davis suggests that this apologetic effect is the primary constituent of humor in
Cakyarkateu, though there do appear to be additional factors involved. For example, in the
Purusarthakurtu, there is a distinct modality with which a set of inversions are put in place and
then activated as countermeasures in order to facilitate productive engagement between different
social communities (see Davis 2014, Goren-Arzony 2019, and Mucciarelli 2022). Central to these
inversions is the Vidasaka, the clown figure found in some Katiyattam performances (e.g.,
Nagananda, Subhadradhananjaya, and Tapatisamvarana) and congruent to the solo protagonist of
Cakyarkateu, who is usually simply called the “Cakyar.” The Vidasaka of Katiyactam, like che
Cakyar, has the liberty to chastize everyone and everything; there is no person, institution, or
custom beyond his reach, and in his hands irony becomes a voice of dissent on stage. In this regard,
the Vidasaka and Cakyar functionally overlap with the character of the Vita in the bhana (sce
Devarajan 1988: 256-260).

“ Today, prabandhakittu is often used to refer to Cakyarkattu. On the emergence of prabandha literature
across carly modern South India, see Shulman 2021.

5 In the next verse, we find that this prabandha tells the Darikavadha myth of Goddess Kali slaying the
demon Darika, popularly told throughout Kerala (see Caldwell 2001). Curiously, while no such prabandha
exists in the Katiyactam tradition, this is one of the central myths associated with the Bhagavathy temple
in Kodungaiiur and performed in the ritual dance-drama tradition of Mudiyettu, which is also inscribed
(in 2010) as a UNESCO Intangible Cultural Heritage of Humanity, and is further reflective of Godavarma’s
localized vision.

* On the historical developments of Kattu and Katiyattam, see, among others, Gopalakrishnan 2011,

Kunjunni Raja 1964. On Nannyarkattu, see Moser 2008.
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Figure 3. Nannyar Kateu pcrfbrmcd by Indu G., Ncputhya Centre for Excellence in Koodiyattam, 2017. Image
credit: Elena Mucciarelli.

Figure 4. Kaitiyattam performance of Balivadham By Nepathya at the 17th World Sanskrit Conference, Vancouver,
Canada, 2018. Image courtesy of the Department of Asian Studies, University of British Columbia.
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Moreover, both Katiyattam and Cakyarkactu feature irony as a cognitive tool to articulate
a fluid rea]ity, to the extent that even mytho]ogical stories become phenomena to be reinterpreted
through an irreverent glance. The result is a disruption of the process of identity creation within
the traditional institutions of socialization in Kerala. Here, we highlight two aspects of
performance where this cognitive process takes place: the construction of the body and the
nonverbal language expressed through this body. Both are evoked within Godavarma’s Rasasadana,

and have therefore been central to our method of transcreation.

Figure 5. Cakyarkattu performance by Srechari Chakyar, Nepathya Centre for Excellence in Koodiyattam, 2019.
Image credit: Elena Mucciarelli.

Perhaps the most essential feature of any performance is the body of the actor, whose
actions reveal the world in its sensorial and psychological nature, functioning as a medium for its
representation. In analyzing the construction of the performing body within Katiyactam, we may
theorize it as a site of social identity but also as a space where irony is constructed. In the
traditional education of Katiyattam actors, the body is molded through disciplined training in
order to become the principal medium of expression for the performer. Apart from the two
copper drums (milavu) and the hourglass-shaped itakka situated at the back of the stage, and
(generally) a woman actor playing the cymbals on the left side, the theatrical space is empry.
During the performance, the only objects on stage are a stool and the oil lamp placed at the front,
between the actor and the audience—precisely as Godavarma points out in Rasasadana verse 220.
The eyes of the audience, secking out a rasa experience, fall upon the body of the actor (male or
female), which is transformed into a complex web of significations through costume and makeup.”

7 On the complex history of women performers in Kaciyattam, sce Lowthorp 2016.
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The actor’s face is covered with a colored paste, lines and dots are painted on the cheeks, red and
black to enhance the lines of the eyebrows and of the lips, and, in the case of male actors, a white
rice paste frames the lower part of the face with a sort of rigid beard, conjuring up a mask-like
appearance. Moreover, the many-layered dress comports the body into fixed patterns of
movements and attitudes. The headgear as well as other elements of the costume are made of wood
and a large piece of cloth is draped around the actor’s waist. Both the makeup and the attire vary
according to the kind of character that is performed and respond toa specific typology creating
a stylized and controlled body.*

Figure 6. Vidisaka in Katiyattam, performed by Margi Madhu Chakyar, scene from Nagananda (with Nepathya

Rahul Chakyar), Ncpathya Centre for Excellence in Koodiyag;am, 2013. Image credit: Elena Mucciarelli.

At the same time, the actor builds on the aesthetic of excess of this regulated body to
afford a space in which to play with the social rules. The distancing from a quotidian, normative
representation of the human figure is to be interpreted in the context of the mythological stories
that are enacted, but it functions also as a cognitive device that exercises irony as an instrument
of social critique. The Vidasaka (Figure 6), with white stripes and red dots painted on his chest
evoking rantric practices, has a pecu]iar, large, and soft hat that lies asymmetrica]ly on his head
and ends in a hanging tuft (not visible due to the angle of the image). The quasi-personified hat
acts as a persona muta (a kind of silent sidekick) with which the Vidasaka constantly plays, as much

® An example of such a typology is the paccavesam for the heroic characters or the kattivesam for the
demonic ones. For more on the vesam in Kerala theatrical tradition, see Zarrilli 2000 and Rajagopalan 2000.
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as he plays with the yajiopavita (sacred thread worn by upper castes)—a subtle act of irreverence
that challenges the socio-religious conventions and power imbalances of caste. Similarly, within
Ramayana plays, the demoness Strpanakha is depicted as a grotesque, scary figure with pointy
breasts, the body painted entirely in black, and wearing a giant hat. Her costume and movements
are meant to evoke a despicable character. The audience might sneer at her in the first part of the
story when she angrily recalls the behavior of Rama, but in the second half of the performance,
when the demoness comes back on stage covered in blood, her body mutilated by Laksmana, this
derision or scorn becomes silent. Through the distance created at the beginning, the performance
can foreground a woman’s voice that challenges social taboos and pushes back against the
stereotypical representation of women through the testimony of her own demise.

The second aspect we want to consider here is the body language (angikabhinaya) of
Katiyactam. This has developed into a full-fledged linguistic code, captured in a Sanskrit manual
called the Hastalaksanadipika, through which gesture, dance, facial expression, posture, and
movement are used to signify lexemes as well as morphological elements, such as Sanskric or
Malayalam case endings. Taking place next to this complex gestural communication is verbal
acting (vdcikdbhinaya), Consisting of an oral rendition of the Sanskrit verses and prose passages of
a drama text.® As different as they are, these two modalities of recitation, angika- and
vacikabhinaya, work together in Katiyattam performances to deliver the meaning of the text.”
And it is by taking advantage of this multimodal delivery system that the actor generates humor
on stage—by producing a double narration in order to provoke a laugh that, as Margi Madhu
Chakyar cloquently explained during a conversation about the different modes of humor, is
supposed to come “from the mind and not from the mouth.”

Whereas Katiyattam performance is predicated upon both gestural language and verbal
recitation, Cakyarkattu relies mainly on vacikabhinaya. The body language changes according to
the different characters impersonated by the actor, who draws from the repertoire of sty]ized
performance (natyadharmi), but their actions are not as regulated as we find in Katiyattam, and
gestural communication is mostly left to subjective interpretation. Instead, in Cakyarkatetu we
find a greater emphasis on extensive expository discourse, called vacika, through which the actor
explains the meaning of the drama text. Thus, in Cakyarkdcreu, the generation of humor (hasya) is
more explicit, more open, and developed, while in Katiyattam, the actor must communicate irony
principally through gesture and physical expression. As such, the development of humor in
Katiyattam depends strongly on know]edgc resources that are implicitly available to the audience.

To understand how humor is gesturally communicated in Katiyactam, let us quickly move
away from our bhana and instcad consider the performance of a verse found in the

¥ According to South Indian versions of the Ramayana, the demoness Strpanakha turns herself into a
beautiful woman, Lalita, to approach Rama in the forest, but she manifests her demonic form once Rama
dismisses her. On the Katiyattam stage, while a female actor plays Lalita, a male actor plays Sarpanakha.
This distinctively gendered role division is just one of the many aspects that make Strpanakha a unique
role in Katiyattam.

* The prose passages arc in Malayalam and are reserved for the Vidasaka; the only other prose passage is
that of the so-called Nampyar Tamil, still performed today in the performance of Anguliyankam, from Act
Six of the Ascaryacudamani.

* The terms angika- and vacikabhinaya can be traced to the Nagyasastra of Bharata (Bansat-Boudon 1989-
90).

31 Asian Literature & Translarion 11(1), 2024



Tmnscreating Sanskrit Humor

Afokavanikankam (“The Adoka Grove Scene), the fifth act of Saktibhadra’s Ascaryacadamani, a
Ramayana play datable to the ninth century. Ravana has kidnapped Sita and brought her to Lanka,
but laments the fact that Sita can only think about Rama’s hermitage, although she is surrounded
by the much more beautiful landscape of Ravana’s famous Asoka grove. He says to her, “Here
there are indeed plants that come from the abode of the gods.” And further:

ete svargavibhagar_mm vitapino mandakinirodhaso
dhiram pasyati devabhartari mahim netum mayonmalicah |
(Ascaryacudamani 5.24ab)

These trees are an ornament to heaven!

And as Indra, the king of the gods, kept watching,
[ uprooted them from the shores of the heavenly Ganga
to bring them to earth.

This verse is performed during the final day of the Katiyattam performance of
Asokavanikarikam, and it is rendered on stage by the actor playing Ravana. He first uses
vacikabhinaya to recite the verse, followed by a rich claboration of the meaning of the verse
through gestural language, referred to as anvayam. The verse thus becomes a short story within
the story, in which the actor switches between playing the roles of Ravana and Indra. According
to the acting manual for this play, the artaprakaram, the phrase dhiram pasyati, the idea that Indra
kept on looking, is to be shown and to be expounded upon by the actor. The way in which this
expression is rendered adds a new layer of meaning to the verse: the actor uses the mudra (gesture)
for “eye” to depict Indra by drawing on the common shared mythological knowledge that Indra
has a thousand eyes.” The god is so afraid of the demon that he is paralyzed, he cannot even run
away. He stands there, but he has all of these eyes. And so, while trying not to look at the
horrendous gesture of Ravana, he finds himself in trouble: no matter how hard he tries to cover
his eyes, there are too many, and they are all over his body, even on his back! The actor
communicates this to the audience by placing his hand with the mudra for “eye” on his back (Figure
7). This is the way in which Kitiyattam performance communicates the subtle meaning of the
phrase, dhtram pasyati. The irony here is not declared explicitly, but rather is implied, playing on
the knowledge resources that the audience is presumed already to possess through their awareness
of the myth of Indra and Ahalya. This pattern takes place quite often in Katiyattam performance,
and relies on generating rupture between the letter of the text and the capacity of the actor to
embody two slightly different meanings at the same time—congruent with the verbal slesa that we
observed earlier in Godavarma’s benedictive verse of the Rasasadana.

* Venugopalan 2009: 441, “miliccu irunnate ulla.” The verb milikkuka “to cast looks” is a denominative from

mili “eyebal]."
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Figure 7. Performance of the phrase “dhiram pasyati” from Asokavanikankam by Margi Madhu C_hnkyar of Nepathya

Centre for Excellence in Koodiyatmm, Moozhikkulam, 2008. Image courtesy of the National Libmry of Israel and
the Israeli Science Foundation.

5. Transcreating the Rasasadana Bhana

Keeping these two ideas in mind—the untranslatability of humor and the ability of performance
to communicate subtle codes through the actor’s body language—let us now ask how a
performance-based “transcreation” might communicate the humorous dimensions of a work like
the Rasasadana Bhana. Through our collaboration with the Nepathya Centre for Excellence in
Koodiyattam in 2020, we investigated how integrating traditional Katiyattam performance
techniques might allow us to move from a translation of texts to a translation of codes. We provide
here an account of our research procedures and a summary of the results, while also reflecting on
methodological questions raised in this process.

Due to travel restrictions during the COVID-19 pandemie, our research proceeded
entirely through online collaboration. We involved the core Nepathya team (Margi Madhu
Chakyar, Indu G., and their son Srechari) not only in the design and production of the
performance, but also in the translation and theoretical exploration of the text. Three questions
were of central focus: How does Katiyattam articulate irony, satire, wordplay, and other kinds of
humorous content? What space does the actor have to interpret the textualized performance? And
what are the particular genre-based and functional differences between Katiyattam and
Cakyarkateu in the delivery of humorous content?
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Margi Madhu Chakyar & Indu C.

Nepathya Centre for Excellence in Koodiyattam, Moozhikkulam, Kerala

Bl

Figure 8. Margi Madhu Chakyar and Indu G., Nepathya Centre for Excellence in Koodiyattam, interview,

December 7, 2020. Image credit: Srechari Chakyar.

With Srechari facilitating, filming, and editing the recordings, we invited Margi Madhu
and Indu to conduct two online interviews. In preparation for these, we met with them several
times to discuss general topics such as the peculiarities and historical development of Kiatiyattam
and Cakyarkatcu and their connection to the bhanas of Kerala. In the formal interviews conducted
on December 7 & 18, 2020 (Figure 8), we discussed various matters concerning the production of
humor, including the possibility for women to express irony in Katiyattam and the limitations
that society, politics, and religious institutions impose on the artist. We asked them also to
compare the role of the Vita in the bhana to those of the Vidasaka and Cakyar in Katiyattam and
Cakyarkateu.”

Both Margi Madhu and Indu fele thae Cakyarkaceu was more capable of delivering a wide
spectrum of ironic content through the medium of vacikabhinaya; the actor is more free in his
movements, due to the light costume and to the fact that, as Margi Madhu put it, he functions
more as a storyteller than a character. Moreover, the actor of a Cakyarkiittu performance is at
liberty to connect, as he sees fit, puranic narratives to everyday life and to contemporary political
or social issues. In this way, Margi Madhu expiained, the audience’s concentration is kept alive. In
some sense, the actor functions as a scholar who unpacks the hidden meaning of a verse and offers
a mirror to society. At the same time, it was very important for Margi Madhu to stress that the
actor in Cakyarkaceu, like the Vidasaka character in Katiyattam, is not a comedian—"not a
clown,” he insisted in English. Rather, while his words and actions might make the audience laugh,
the larger, more important goal is to bring people to reflect.

Regarding the specific roles and functions of the Cakyar in Cakyarkattu, the Vidasaka in
Kdatiyactam, and the Vita in the bhana, we were curious to learn from Margi Madhu and Indu how
irony is perceived from emic perspectives. The Sanskrit term hasya is the general term used to
describe humor, and can be traced back to the classical theory of rasa. This hdsya is taken to be

% On female roles in Katiyattam, see Daugherty 1996, Rajagopalan 1997, Moser 2008, Lowthrop 2016.

34 Asian Literature & Translarion 11(1), 2024



Mucciarelli & Sathaye

aestheticized humor, in contrast to explicit kinds of jokes that generate an easy, “low-brow” effect,
or tamasa, which is not considered suitable within the Katiyattam or Cakyarkirceu repertoire.
Referring to the sharper and more caustic expressions that are sometimes deployed by a Vidasaka
or Cakyar, Indu G. used the English term “black humor,” that becomes a calque in Malayalam:
karuttii hasya. This ironic mode of speaking may also be called cakyarpole bhasa (“to speak like a
Chakyar”). This last expression offers an insight into the self-representation of the Chakyar
community as well as the localized and soci:ﬂly circumscribed understanding of humor
production.

The third topic of our conversation with Margi Madhu and Indu concerned the
Rasasadana Bhana itself, since Godavarma’s text does not appear to have been intended for
performance as Katiyactam. Nevertheless, in reading the composition, both felt that the texture
of the drama, the ironic actitude of the verses, and the choice of images did indicate the influence
of Katiyattam and, even more so, of Cakyarkatcu. Following their intuition, which is corroborated
by Devarajan’s study (1988), we asked Margi Madhu and Indu to apply some of the techniques of
the two art forms to some selected verses from the Rasasadana. In the initial phase of the
production process, during which the Rasasadana text was converted from script to performance,
it became evident that the texture of the story and the style of the text were calling for different
types of theatrical realization. In particular, we observed how some verses could more readily be
performed through a vacika discursive style more fitting to Cakyarkarceu’s verbal storytelling,
rather than physically and gesturally acted out (angika). We read together some of the verses that
Madhu felt were suitable for this kind of vacika performance, and he demonstrated how he might
interpret them. Consider, for example, the following verse:

vriddpara§vad]1avibhin1mkapdkgakd;‘phair
mandasmitena ca mukhoditcamarutena |
samdhuksya ragadahanam yuvacittakunde
taddhiratam ayam iyam havir ajuhoti || (Rasasadana 93)

With firewood that is her glance, cut by an axe that is their modesty,
And with a with a gently blown puff of wind—that is, the words from her mouth—
This lady lights the fire of burning passion

in the sacrificial altar that is the young man,

and makes an offering of his composure.

The metaphor that runs through the verse can open up into a double narration that deals
with the social and ritual practices of Brahmans and the motifs of seduction, beauty, and,
ultimately, falling in love. In his Malayalam rendition of the verse, Margi Madhu exploited both
narrative lines by challenging the purpose of Brahmanical rituals (a common theme for Vidasaka
and Cakyarkateu) and expounding upon the rules and stereotypes that regulate sexual behavior
and femininity in contemporary Kerala society. Margi Madhu unpacked the verse through a
combination of semantic and syntactic analysis using a method of interculcural
recontextualization that is remarkab]y similar to what cranslators do. That is to say, the
Katiyattam or Cakyarkateu performance of this verse is an intersemiotic transcreation. For
instance, Margi Madhu took the kataksa, the sidelong glance, and re-presented the movement of
the eyes (to invoke Ramanujan’s usage) within his Malayalam interpretation of this trope to
capture the speciﬁc, cu]tural]y coded meanings that are evoked by this term in Sanskrit 1iterary
culture.
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For the purposes of stage performance, we asked the Nepathya team to select a verse that
would allow for an angika-based rendition that could then be brought to life in the Katiyattam
style. In the selected verse, the Vita describes a filthy, corrupt Brahman, a well-known trope in
the repertoire of both Vidasaka and Vita. On the stage there was a single character impersonated
by Margi Madhu Chakyar. He was accompanied by two milavu drummers, Jinesh P. Chakyar and
Kalamandalam Manikandan, with Kalanilayam Sreejith Sundaran playing the itakka and Indu G.
marking the rhythm with the cymbals (Figure 9). The performance was digitally recorded and
edited by Nepathya Srechari Chakyar.

Figure 9. Staging of Rasasadana Bhana, Nepathya Centre for Excellence in Koodiyattam, 20z0. Image Credit:

Srechari Chakyar.

The physical features of the Brahman constituted a central point of reference for Margi
Madhu’s rendition of the character. He expounded upon the stink that comes from the Brahman’s
mouth and the reaction of the young girls who see him. Both were demonstrated using exaggerated
and stylized gestures and facial expressions that communicated the emotive aspects of both
narrative elements without words. Through performance, the concrete, visual and sensorial world
is embodied and brought to life, thereby evoking emotive signs that are communicative for global
audiences, no matter the target 1anguage. In relation to the visual rendition of the scene, the
creation of the costume constituted another important step. Since bhanas are not part of the
Katiyattam repertoire, there is no established costume for the Vita, and though there are some
similarities in role and function between Vita and Vidasaka, for Madhu the costume of the
Vidasaka was not a proper solution. We considered the possibility of using other similar
characters as points of reference, such as the Siva devotee Vasantaka from the performance
Mantrankam, blending in some elements of the Vidasaka costume. But in the end, Madhu decided
to create an entirely new costume for the Vita (Figure 10) using indications supplied by Devarajan

(1988: 234, 236).
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Figure 10. The Vita in the Rasasadana, Margi Madhu Chakyar, 2020. Image Credit: Srechari Chakyar.

Here is the verse that was performed:

durgandham dasanesu mirtam iva yo dhatte cirac samcitam

krsnasvetam alam malam malinata patram ca vastram katau |
jatasvedaparagadhusaratanur dirikreo yauvataih

kamabhranta itirico dvijasutah so 'yam samagacchati || (Rasasadana 230)

He’s got a stink in his teeth that’s been built up
for so long that it’s like it’s alive,

The dirty cloth around his ass is a vessel for filth,
with black and white excretions.

His body has turned grey from the powder he uses for his sweat.
So the girls keep their distance,

And call this son-of-a-Brahman Kamabhranta—“Sex Maniac”!
And that's just what he is, that fellow coming here.

Margi Madhu’s pcrfbrmance of this verse drew upon the traditional mode of 1‘end€ring
Sanskrit verses in Katiyattam (see Moser 2008). First, he recited the entire verse, after which he
represented the same verse through gestural performance (Figure 11). Then, he gesturally
claborated on various parts of the verse to cludicate further meanings (anvaya) to the audience.
Finally, he recited the complete verse again, while simultancously providing the gestures.
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durgandham dasanesu martam iva yo dhatte cirat samcitam
stinkin his teeth that's been built up so long thatit's like it's alive.

Figure 11. Margi Madhu Chakyar performing the “Kamabhranta” verse, 2020. Image Credit: Srechari Chakyar.

Perhaps the most critical moment is found in the last line, the name “Kamabhranta.” We
had initially translated this as “cormented by lust,” but the Nepathya team suggested instead the
more provocative “Sex Maniac.” We felt compelled by their translation, not only because overt
sexuality is often a site of traditional Kerala humor, but also considering the darker psychology of
sexual predation that this term evokes. In his angika depiction of the name Kamabhranta, Margi
Madhu took recourse to a number of conventional gestures and facial expressions. In the gestural
language of Katiyattam, kama (love, but also sexual pleasure, desire) is signified by a series of
arrows that pierce the sternum of the lover, making the person slowly lose his consciousness and
faint. Anyone struck by kama comes very close to death, and this state is signified through certain
conventionalized facial movements.

In the case of this verse, however, there is a twist that generates the cognitive
incongruities—that is, the irony—that form the core of its humorous effect. The hand gestures
remain the same, the arrows are cast, they hit the Vita, but the face of the actor does not express
any sign of fainting. It tells a rather different story. The actor, who had been acting the role of the
lustful Brahman, immediately switches to portraying the gir]s who shun him, and his face instead
communicates their aversion at the deviant (bhranta) nature of this Brahman’s particularly
disgusting form of passion (Figure 12). The actor thus simultaneously embodies the man hit by the
arrow of love, the girls who shun him, and the social norm that defines him. Using Atcardo’s (2017)
terminology, we are shown two different, incongruous “scripts” regarding kama—one that plays
on a conventional, erotized understanding of the desires and pleasures of sexual actraction (the
arrow in the heart), but that is immediately juxtaposed with the disgust and deviancy of kama out-
of-control. The verse ultimately conveys a social commentary, quite common in the early modern
Kerala bhanas, about the hypocritical degeneracy of Brahmans who condemn but also participate
in the cultures of‘pleasure. However, Margi Madhu’s performance communicates the physica]
irony of this scene even to audiences who might not have access to the knowledge resources needed
to appreciate this social critique—something that a simple textual translation of kamabhranta as
“tormented by lust” would not (Figure 13).
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Figure 12. Kamabhranta’s lust and the courtesans’ aversion, perﬁ)rmed by Margi Madhu Chakyar, 2020. Image
Credit: Srechari Chakyar.

)

Through just this one brief example, we are able to see how Katiyattam performance
enhances the translatability of humorous texts, since the performance itself is secking to do what
modern translators do: to traverse a range of registers so that the actor is able to enact two modes
of‘reprcsentation, thereby creating (or rather transcreating) the Cognitive incongruities that are
the basis of humor.
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Figure 13. The Vita’s social commentary, performed by Margi Madhu Chakyar, 2020. Image credit: Srechari
Chakyar.

6. Conclusions

This article represents an initial atctempt at a performance-based “transcreation” of a nineteenth-
century comedic monologue, the Rasasadana Bhana of Godavarma Yuvaraja. The most significant
value offered by the juxtaposition of textual translation with Katiyactam performance, as we have
found, is the capacity of this traditional art form to ef?ective]y communicate, for target audiences
in any language, the otherwise untranslatable cognitive incongruities that are fundamental in the
production of irony. We can laugh, in other words, at Godavarma’s ironic depiction of the
“Kamabhranta” Brahman after watching Nepathya’s performance in ways that are not necessarily
possible simply by reading the English translation. But can we do this with the rest of the play?
And is it possible to transcreate other kinds of texts, following the methods we have proposed?
There are, of course, basic questions of feasibility and practicality. We have chosen a theatrical
work, which is already designed to be staged; other texts, such as ritual manuals or philosophic:ﬂ
expositions, are not so casily integrable into the world of performance. Additionally, the Nepathya
ensemble took a modest 20 minutes to perfbrm the selected verse; keeping in mind that the
Rasasadana Bhana contains 240 verses, a complete performance would be hard to imagine today,
both for performers and for audiences.* We are thus left again walking on Ramanujan’s
“tightrope” between absolute fidelity to the source-language text and the needs and interests of
readers in the target-language.

How, then, might we implement a performance-centered transcreative approach? The
tradition itself offers a possible way forward. Katiyattam performances, even in the past, have
never been meant to present an entire dramatic piece (Gopalakrishnan 2011b; Shulman 2016, 2022),
burt rather, strive to highlight and enhance the audience’s appreciation of a small portion of a

* It is true that some Kaitiyattam performances may go on for 41 days or even longer—but these tend to be
works with rcligious value and wich elaborate pcrformancc—m:mu:ﬂs that cxpl:lin how these lcngthy
performances should be conducted.
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scene or act within the larger work. And so, specific metatextual or hypertext devices like
flashbacks or allusions are regularly integrated into the performance in order to help audiences
grasp the intricacies and expanse of the text as a whole. The same idea can be adapted to the two-
dimensional space of a textual translation, if we make use of additional dimensions offered by
digital technologies. The dynamic structure of online web-pages, for example, provides the power
to generate the same kind of intertextual referentiality that live actors employ in the on stage. In
order to “transcreate” a text, one need not, therefore, produce a complete performance that a
reader must watch; rather, we might imagine embedding digital recordings of performances of
selected segments, verses, or scenes in an online clectronic platform, alongside the text and its
translation. Using HTML or other interactive formatting, additional annotations, resources,
references, and paratextual apparatus can be placed alongside these performance clips to furcher
enhance the reader’s understanding of humor and other seemingly “untranslatable” aspects of
Sanskrit texts. The same kinds of technologies can likewise enable untrained audiences to
appreciate the Katiyattam performers’ “body language.” Our future work will seck to further
develop such online avenues for staging, delivery, and global reception of transcreated Sanskrit
theater in collaboration with the traditional culture-bearers of’ Katiyattam.
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Appendix: “Kamabhranta” Episode, Rasasadana Bhana of
Godavarma Yuvaraja, ad 229-234

Sanskrit Text (Shivadatta and Parab 1893: 60-61):

vitah| tad idanim candanamalaya mandiram praty avilambitam eva gancavyam |

(iti parikramya |) aye ko 'yam dandapanir agrato duhsakunibhavati | (vibhavya ))
ajnatam |

durgandham dasanesu martam iva yo dhatte cirat sameicam
krsnasvetamalam malam malinaca pacram ca vastram katau |
jatasvedaparagadhasaratanur darikreo yauvataih
kamabhranta itirito dVijasutab s0 'yam sam:igacchati I 230 I

esa hi
sambhasanair amitasitkreahasagarbhair
ambikrtaih svaparavarnanadasanadhyaih |
duhkhakaroti purusam muhur agradrstam
avartitair adhikanirasabhﬁvayuktaih I 231 I
api ca |

kruddhah praharati sarvan picaram va macaram pitrvyam va |
samprati kam prati rusto na hi jane dandabhrt praharcum ayam || 232 ||

tad enam duhsahasannasthitim asambhasyaiva gamanam sampratam sampratam mama | (ic
tadupayanvest parsvato vilokya [)

imam asvarthavedikam ancarakreva vamanibhtras tischami | (iti racha kreva |)

amusya darsanij janisyamanam asubham apakartum

aye gato 'yam duhsakunibhito dvijasutah
manag iha sthitva punar gamanam acaritavyam | ity asvatchavedikayam ksanam asitva sahasaiva
prasthitah
drstipathe preryate | (saharsam vilokya |)

aye punyadarsana kicana balataruni manahsalyam apakartum iva niyacya mama

esa hi
dhavalakusumadharinit mrdulahasitakarini
visadavimalaharini vividhalalicaharini |
tarunahrdayaharini madanajaladhitarini

vipulajaghanabharini dviradamadhuracarini || 233 ||

mama susakunibhaiyabhigacchati |
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kim ca |

suvarnakumbhavamrtena sambhrtau
prakasayanti puratah payodharau |
sitamsukantananakantir angana
sitamsuka netramudam prastayate || 234 ||

aye samnihiteyam | bhadre kasyacit karyasya gauravena gacchamah | tad
idanim asambhavanaparadhah ksantavyah |

kim bravi§i | arya bhavatu | avalambitam eva mannayanacakorikﬁyis

tvadananacandracandrikasvadah iti |

bhadre tathaiva | (iti parikramya |) ...
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English Translation:

[The Vita:] I should now go to Candanamala’s house right away. (Walking around the stage.)

Hey! Who is that guy up ahead of me, who's carrying a staff and looking like a bad omen? (Showing
that he has figured it our.) Oh, I know!

230.  He's got a stink in his teeth

that’s been built up for so long that it’s like it’s alive,

The dirty cloth around his ass is a vessel for filch,
with black and white excretions.

His body has turned grey from the powder he uses for his sweat.
So the girls keep their distance,

And call this son-of-a-Brahman “Kamabhranta®™—“Sex Maniac”!
And that’s just what he is, this fellow coming here.

\J‘m&fﬂ's
Qﬁéﬁﬁﬁﬁ FTHA A I

durikrto yauvataih, kamabhranta itivitah-ff
But the girls keep their distance, and call him a sex maniachi

Figure 14. Katiyactam Performance of Verse 230. https://youtu.be/O63p8zXdvfs

231 He's someone who will dampen the spirits

of any person who happens to come into his sights,
even for a moment,

By all the things he'll say,
teeming with endless sighs and snickers,
and soaked in spittle and abounding in awfulness,

As he talks about himself and others,

Rambling on and on, and delivering truly tasteless sentiments.
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And also:

232.  Angry, he beats up on everybody,
no matter if it’s his mother, his father, or his uncle.
[ have no idea exactly who he’s angry at right now—
this fellow carrying a staff to beat people.

So I'd better get going right now! Yeah, I'll just move along, without chatting with him about the
details about the bad situation he’s got himself in. (Looking to one side, trying to find another path.)
Oh great! He's left now, that Brahman’s son who's acting like a bad omen.

Now in order to get rid of the bad energy I'm getting from seeing this guy, let me just stay here
for a moment and then I'll get going. OK, I'm now going to sit for a minute on this stoop under
the Fig tree, and then, straight away, I'll be off.

Oh wow! Now this is quite the welcome sight, it’s a beautiful young woman! It’s as if fate is pushing
her into my line of sight as a way to clear away the stinging that’s in my mind. (He looks at her

eagerly.)
This lady is:

233. Wearing white flowers, Cxuding gentle 1aughter,
wearing a garland that is bright and spotless,
she’s so charming with her different flirtatious gestures.
She captivates the hearts of young men,
she has shapely legs that help you cross over the ocean of love,
and she moves gracefully, like an elephant.

She’s come here as an auspicious blessing for me. What's more:

234.  She displays her two breasts ahead of her,
golden pots filled brimming with ambrosia.
This young woman, all dressed in white, she’s so pretey!
With that face that has the luster of the cool-rayed moon,
she delivers delight to my eyes.

Oh, now she’s coming closer! My dear, I'm about to head off because there is a certain task thac I
have urgently to do. So please just excuse my crime of disrespect for now.

What are you saying?

“It’s fine, Sir. These partridges that are my eyes have just instantly savoured the
moonbeams from the moon that is your face.”

That's perfect, my dear. (He walks around the stage.) ...

45 Asian Literature & Translarion 11(1), 2024



Tmnscreating Sanskrit Humor

Works Cited

Ariav, Talia and Whitney Cox. 2021. “On Unresolved Tensions in Ramabhadra Diksita’s
S}ﬁgdmtilakabhc‘ma.” Journal of South Asian Intellectual History 4: 47-71.

Arundhathi, B. 2019. “Dance of the ‘Polluted Performance, Religion, and Culture in Thullal”
Ecumenica: Performance and Religion 12: 43-48.

Attardo, Salvatore. 2017. “The General Theory of Verbal Humor.” In The Routledge Handbook of
Language and Humor, edited by Salvatore Attardo. New York: Routledge, 126-142.
hteps://doi.org/10.4324/9781315731162-10

Attardo, Salvatore and Victor Raskin. 1991. “Script Theory Revis(it)ed: Joke Similarity and Joke
Representation Model.” Humor: International Journal of Humor Research 4: 347-411.
hteps://doi.org/10.1515/humr.1991.4.3-4.293

Baldissera, Francesca. 1980. The Bhana Saradarilaka of Sarikara: Spring Pastimes of an Indian Gallant.
Pune: Bhandarkar Oriental Research Institute.

Bansat-Boudon, Lyne. 1989-1990. “The Samanyabhinaya or How to Play the Game.” Indologica
Taurinensia 15-16: 67-77.

Bayly, Susan. 1984. “Hindu Kingship and the Origin of Community: Religion, State and Society
in Kerala, 1750-1850.” Modern Asian Studies 18: 177-213.
heeps://doi.org/10.1017/S0026749X00014402

Bose, Mandakranta. 1991. Movement and Mimesis: The Idea of Dance in the Sanskritic Tradition.
Dordrecht: Kluwer Academic Publishers.

Bose, Mandakranta. 2000. “Upariipaka: A Hybrid Genre of Drama in the Sanskrit Tradition.”
International Journal of Hindu Studies 4: 289-312. https://doi.org/10.1007/511407-000-0011-8

Caldwell, Sarah. 2001. Oh Terrifying Mother: Sexuality, Violence and Worship of the Goddess Kali.
Oxford India Paperbacks. New Delhi: Oxford University Press.

Callewaert, Winand M. and Shilanand Hemraj. 1983. Bhagavadgitanuvada: A Study in Transcultural
Translation. Ranchi: Satya Bharati Publications.

Chaudhuri, Sukanta. 2014. “Translation, Transcreation, Travesty: Two Models of Translation in
Bcng:ﬂi Literature.” In Tmnslating Others, vol. 1, edited by Theo Hermans. Oxford and New
York: Routledge, 247-256.

Chiaro, Delia. 2008. “Verbally Expressed Humor and Translation.” In The Primer of Humor Research,
edited by Victor Raskin. Berlin and New York: Mouton de Gruyter, 569-608.
heeps://doi.org/10.1515/9783110198492.569

Chiaro, Delia, ed. 2010. Translation, Humour, and Literature. Translation and Humour, vol. 1. London
and New York: Continuum Books.

Choudhuri, Indra Nath. 2010. “Towards an Indian Theory of Translation.” Indian Literature 54.5:
113-123.

Daugherty, Diane. 1996. “The Nangyar: Female Ritual Specialist of Kerala.” Asian Theatre Journal
13: 54-67. hteps://doi.org/10.2307/1124302

46 Asian Literature & Translarion 11(1), 2024


https://doi.org/10.4324/9781315731162-10
https://doi.org/10.1515/humr.1991.4.3-4.293
https://doi.org/10.1017/S0026749X00014402
https://doi.org/10.1007/s11407-000-0011-8
https://doi.org/10.1515/9783110198492.569
https://doi.org/10.2307/1124302
https://doi.org/10.2307/1124302

Mucciarelli & Sathaye

Davis, Donald R. 2014. “Satire as Apology: The Purusarcchakkacet of Kerala.” In Irreverent History,
Essays for M. G. S. Narayanan, edited by K. Veluthat and D. R. Davis. Delhi: Primus Books,
93-109.

De, S. K. 1926. “A Note on the Sanskrit Monologue-Play (Bhana), with Special Reference to the
Chaturbhani.” Journal of the Royal Asiatic Society of Great Britain and Ireland (Jan 1926), 1: 63-
90. hteps://doi.org/10.1017/S0035869X0005557X

Dezs6, Csaba and Somadeva Vasudeva. 2009. The Quartet of Causeries. New York: New York
University Press and JJC Foundation.

Devadevan, Manu, V. 2020. “Knowing and Being: Katiyattam and its Semantic Universe,” in The
‘Early Medieval’ Origins of India, Cambridge: Cambridge University Press, 225-253. Revision
of: “Knowing and Being: Katiyattam and its Semantic Universe,” in Two Masterpieces of
Kutiyattam: Mancrankam and Angultyankam, edited by Heike Oberlin, David Shulman, and
Elena  Mucciarelli. =~ New  Delhi:  Oxford  University — Press,  275-30s.
heeps://doi.org/10.1093/080/9780199483594.003.0016

Devarajan, T. 1988. “A Critical Study of the Bhana Literature of Kerala” PhD dissertation,
University of Kerala.

Devarajan, T. 2011. Kama and Kama Worship. Delhi: New Bharatiya Book Corporation.

Devy, Ganesh. 1999. “Translation and Literary History: An Indian View.” In Post-colonial
Translation: Theory and Practice, edited by Susan Bassnett and Harish Trivedi. London and
New York: Routledge, 182-188.

Dharwadker, Vinay. 1999. “A. K. Ramanujan’s Theory and Practice of Translation.” In Post-colonial
Translation: Theory and Practice, edited by Susan Bassnett and Harish Trivedi. London and
New York: Routledge, 114-140.

Elayath, Kunjikuttan. 2003. Kotunnallar Ksetretihasam. Kodungallur: Devi Book Stall.

Freeman, Rich. 2003. “Genre and Society: The Literary Culture of Premodern Kerala.” In Literary
Cultures in History: Reconstructions from South Asia, edited by Sheldon Pollock. Berkeley:
University of California Press, 437-500.

Ghosh, Manmohan. 1975. Glimpses of Sexual Life in Nanda-Maurya India: Translation of the Caturbhant
Together with a Critical Edition of Text. Calcutta: Manisha Granthalaya Private Led.

Gonc Moacanin, Klara. 2012. “Indian Society as Depicted in the Caturbhani and in
Mahendravikramavarman’s Prahasanas.” Cracow Indological Studies 24: 133-145.

Gopalakrishnan, Sudha. 2011a. “Kutiyattam: UNESCO Proclamation and the Change in
Institutional Model and Patronage,” Indian Folklife 38 (special issue, “Kutiyattam: 10 Years
After the UNESCO-Declaration”): 4-9.

Gopalakrishnan, Sudha. 2011b. Kutiyattam: The Heritage Theatre of India. New Delhi: Niyogi Books.

Gopinathan, G. 2014. “Translation, Transcreation, and Culture: Theories of Translation in Indian
Languages.” In Translating Others, vol. 1, edited by Theo Hermans. Oxford and New York:
Routledge, 236-246.

Induchudan, V. T. 1969. The Secret Chamber. A Historical, Anthropological and Philosophical Study of
the Kodungallur Temple. Trichur: Cochin Devaswom Board.

47 Asian Literature & Translarion 11(1), 2024


https://doi.org/10.1017/S0035869X0005557X
https://doi.org/10.1093/oso/9780199483594.003.0016

Tmnscreating Sanskrit Humor

Jakobson, Roman. 1959/2004. “On Linguistic Aspects of Translation.” In The Translation Studies
Reader, edited by Lawrence Venuti. Second Edition. London and New York: Routledge,
113-118.

Janaki, S. S. 1974. “Cacurbhant: Literary Study.” Indologica Taurinensia 2: 81-106.

Johnson, William |. 2013. “Playing Around with Sakuntala: Translating Sanskrit Drama for
Performance.” Asian Literature and Translation 1: 1-10. https://doi.org/10.18573/].2013.10200

Kamala Kumari, R. 1993. “Sanskrit Works of Godavarma Yuvaraja of Kotunnallar.” PhD
dissertation, University of Kerala.

Kaul, Shonalecka. 2010. Imagining the Urban: Sanskrit and the City in Early India. Delhi: Permanent
Black.
Kunjunni Raja, K. 1964. Kutiyattam, An Introduction. New Delhi: Sangeet Natak Akademi.

Kunjunni Raja, K. 1980 (1958). Contribution of Kerala to Sanskrit Literature. Chennai: University of
Madras.

Lal, Purushottam. 1996. Transcreation: Seven Essays on the Art of Transcreation. Calcutta: Writers

Workshop.

Lowthorp, Leah. 2015. “Voices on the Ground: Kutiyattam, UNESCO, and the Heritage of
Humanity.” Journal of Folklore Research 52: 157-180. https://doi.org/i0.2979/jfolkrese.52.2-
3.157

Lowthorp, Leah. 2016. “Freedom in Performance: Actresses and Creative Agency in the Kutiyattam
Theatre Complex.” Samyukea: A Journal of Gender and Culture 16: 83-108.

Lowthorp, Leah. 2020. “Kutiyattam, Heritage, and the Dynamics of Culture: Claiming India’s Place
within a Global Paradigm Shift.” Asian Ethnology 79: 21-44.

Malayil, Abhilash. 2018. “Countryside Transit. Money, Market and the Eighteenth Century in
Malabar” In Clio and Her Descendants. Essays for Kesavan Veluthat, edited by M. V.
Devadevan. Delhi: Primus Books, 205-290.

Malinar, Angelika. 2012. “Yoga Practices in the Bhagavadgita.” In Yoga in Practice, edited by David
G. White. Princeton: Princeton University Press, 58-72.
hteps://doi.org/10.2307/j.covemagpfao

Moser, Heike. 2008. Nannyar-Kictu - Ein Teilaspeke Des Sanskrictheaterkomplexes Kutiyatcam:
Historische Entwicklung Und Performative Textumsetzung. Wiesbaden: Harrassowitz.

Motichandra and V. S. Agarwal, eds. 1959. Syngara-hata: A Collection of Four Sanskrit Bhanas, One-
actor Plays, Viz. Padmaprabhytaka, Dhiirtavita-samvada, Ubhayabhisarika and Padataditakam
(Critically Edited and Translated into Hindi with Introduction, Notes, Appendices and Word-
Index etc.). Bombay: Hindi Granth Ratnakar Private Led.

Mucciarelli, Elena. 2019. “An Arena for Experimentation: The Blurring Structure of Mantrankam.”
In Two Masterpieces of Kutiyattam: Mantrankam and Angultyankam, edited by Heike Oberlin,
David Shulman, and Elena Mucciarelli. Delhi: Oxford University Press, 134-152.
heeps://doi.org/10.1093/050/9780199483594.003.0008

Mucciarelli, Elena. 2022. “Tévaram. Worshiping Gods on Stage” Numen 69: 569-590.
heeps://doi.org/10.1163/15685276-12341668

48 Asian Literature & Translarion 11(1), 2024


https://doi.org/10.18573/j.2013.10200
https://doi.org/10.2979/jfolkrese.52.2-3.157
https://doi.org/10.2979/jfolkrese.52.2-3.157
https://doi.org/10.2307/j.ctvcm4gpf.10
https://doi.org/10.1093/oso/9780199483594.003.0008
https://doi.org/10.1163/15685276-12341668

Mucciarelli & Sathaye

Mukherjee, Sujit. 1981. Translation as Discovery, and Other Essays on Indian Literature in English
Translation. New Delhi: Allied Publishers.

Mukherjee, Sujit. 1997. “Trancreating Translation: An Indian Mode.” Kunapipi 19: 85-93.
Mukherjee, Sujit. 2004. Translation as Recovery, edited by Meenakshi Mukherjee. Delhi: Pencraft

International.
Nampatirippat, Killimangalam Vasudévan. 2001. “Katiyattactile vidasakan.” Bhakeapriya (August
2001): 35-37.

Narayanan, Mundoli. 2021. Space, Time and Ways of Seeing: The Performance Culture of Kutiyattam.
London: Routledge. https://doi.org/10.4324/9781003172376

Newmark, Peter. 1993. Paragraphs on Translation. Clevedon: Multilingual Matters.

Niranjana, Tejaswini. 1992. Siting Translation: History, Post-Structuralism, and the Colonial Context.
Berkeley: University of California Press. https://doi.org/10.1525/9780520911369

Parthasarathy, R. 2003. “Translating India: Enabling Tamil and Sanskrit Poems to be Heard in
English.” Translation Review 66: 58-68. https://doi.org/10.1080/07374836.2003.105238 47

Patton, Laurie. 2008. The Bhagavad Gita. London: Penguin Books.

Pollock, Sheldon. 2002. “Introduction: Working Papers on Sanskrit Knowledge—Systems on the
Eve of Colonialism.” Journal of Indian Philosophy 30: 431-439.
https://doi.org/lo.wzq//\:l022826220489

Popovic, Anton. 1976. A Dictionary for the Analysis of Literary Translation. Edmonton: University of
Alberta, Department of Comparative Literature.

Raghavan, M. D. 1947. Folk Plays and Dances of Kerala. Trichur: Rama Varma Archeological Society.

Rajagopalan, L. S. 1997. Women’s Role in Kudiyartam. Chennai: Kuppuswami Sastri Research
Institute.

Rajagopalan, L. S. 2000. Katiyattam: Preliminaries and Performance. Chennai: Kuppuswami Sastri
Research Institute.

Rajagopalan, L. S. 2010. Temple Musical Instruments of Kerala, edited by A. Purushothaman and A.
Harindranath. New Delhi: Sangeet Natak Akademi.

Raji, K. K. 1999. Rasaratnakara Bhana: Critical Study and Translation. PhD dissertation, Government
Sanskrit College, Tripunithura.

Ramachandran Nair, S. 1999. “Malayalam Literature in the Colonial Period.” Proceedings of the
Indian History Congress 6o (Diamond Jubilee volume): 850-857.

Ramakrishna Kavi, M. and ]. S. Pade, eds. 1926-1964. Natyasastra of Bharatamuni, with the
commentary Abhinavabharatt by Abhinavaguptacarya. 4 vols. Baroda: Gackwad Oriental
Series.

Ramakrishnan, E. V. 1999. “Translation as Resistance: The Role of Translation in the Making of
Malayalam Literary Tradition.” In Decentering Translation Studies: India and Beyond, edited
by Judy Wakabayashi and Rita Kothari. Amsterdam and Philadelpha: John Benjamins, 29-
42. hteps://doi.org/10.1075/btl.86.05ram

Ramanujan, A. K. 1999. “On Translating a Tamil Poem.” In The Collected Essays of A. K. Ramanujan,
edited by Vinay Dharwadker. New Delhi: Oxford University Press, 219-231.

49 Asian Literature & Translarion 11(1), 2024


https://doi.org/10.4324/9781003172376
https://doi.org/10.1525/9780520911369
https://doi.org/10.1080/07374836.2003.10523847
https://doi.org/10.1023/A:1022826320489
https://doi.org/10.1075/btl.86.05ram

Tmnscreating Sanskrit Humor

Rao, Mani. 2010. Bhagavad Gita: A Translation of the Poem. Iowa City, IA: Autumn Hill Books.

Raphaelson-West, Debra S. 1989. “On the Feasibility and Strategies of Translating Humour.”

Humour et traduction - Humour and Translation 34: 128-141. https://doi.org/10.7202/003913ar

Ruch, Willibald, Salvatore Attardo, and Victor Raskin. 1993. “Towards an Empirical Verification
of the General Theory of Verbal Humor.” HUMOR: International Journal of Humor Research
6: 123-136. heeps://doi.org/10.1515/humr.a993.6.2.123

Sharma, V. S. 2000. Makers oflndian Literature. Kunchan Nampyar. New Delhi: Sahitya Akademi.

Shivadacta, Pandit and Kashinath Pandurang Parab, eds. 1893. Rasasadana Bhana of Yuvaraja.
Kavyamﬁl:i 37. Bombay: Nirnayasagar Press.

Shulman, David. 2016. “Deep Seeing: On the Poetics of Katiyattam.” In The Bloomsbury Research
Handbook of Indian Aesthetics and the Philosophy of Art, edited by Arindam Chakrabarti.
London: Bloomsbury, 221-248. https://doi.org/10.5040/9781474219006.ch-011

Shulman, David. 2021. “The Early-Modern South Indian Prabandha.” Journal of South Asian
Intellectual History 4: 1-21.

Shulman, David. 2022. The Rite of Seeing: Essays On Kutiyattam. Delhi: Primus Books.

Siegcl, Lee. 1987. Laughing Matters: The Comic Tradition in India. Chicago: University of Chicago
Press.

Steiner, George. 1975. After Babel: Aspects of Language and Translation. London: London University
Press.

Stoler Miller, Barbara. 1986. The Bhagavad-Gita: Krishna’s Counsel in Time of War. New York:
Bantam Dell.

Trivedi, Harish. 2019. “Translation and World Literature: The Indian Context.” In Translation and
World Literature, edited by Susan Bassnett. Oxford and New York: Routledge, 15-28.
heeps://doi.org/10.4324/9781315630298-2

Veluthat, Kesavan. 2009. The Early Medieval in South India. New Delhi: Oxford University Press.

Venugopalan, P., ed. 2009. Ascaryaciudamani: Sampirnnamaya attaprakaravum kramadipikayum.
Tiruvanantapuram: Margi.

Venuti, Lawrence. 2002. “Translating Humour: Equivalcncc, Compensation, Discourse.”
Performance Research 7.2: 6-16. https://doi.org/10.1080/13528165.2002.10871845

Vermeer, Hans. 1989. “Skopos and Commission in Translational Action.” Readings in Translation

Theory, edited by Andrew Chesterman. Helsinki: Oy Finn Lectura Ab, 173-187.

Vielle, Christophe. 2019. “Aspects of the Festival of Love in Premodern Kerala According to the
Vitanidrabhana, the Sukasamdesa and the Pradyumnabhyudaya.” Four-Day International
Conference on Festivals of India: Gleanings from Literature, Rituals and Traditions (Sree
Sankaracharya  University  of  Sanskrit,  Kalady,  February  4-7,  2019).
heep://hdl handle.net/2078.1/226662.

Williams, Jenny. 2013. Theories of Translation. New York: Palgrave Macmillan,

Williams, Jenny. 2018. “Theory and Literary Translation Practice.” In The Routledge Handbook of
Literary Translation, edited by Kelly Washbourne and Ben Van Wyke. London and New
York: Routledge, 72-86. hteps://doi.org/10.4324/9781315517131-6

50 Asian Literature & Translarion 11(1), 2024


https://doi.org/10.7202/003913ar
https://doi.org/10.1515/humr.1993.6.2.123
https://doi.org/10.5040/9781474219006.ch-011
https://doi.org/10.4324/9781315630298-2
https://doi.org/10.1080/13528165.2002.10871845
https://doi.org/10.4324/9781315517131-6

Mucciarelli & Sathaye
Zachner, Robert C. 1969. The Bhagavad-Gita. Oxford: Oxford University Press.

Zarrilli, Phillip B. 2000. Kathakali Dance-Drama Where Gods and Demons Come to Play. London and
New York: Routledge.

51 Asian Literature & Translarion 11(1), 2024



