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CHAPTER - 1

Introduction

1.0. We may need to go beyond our limited experiences of life to see the lives of

other people at other times. It can take us our imaginations back to literature that

is preserved and studied only for historical interest. Literature turns out to be

rewarding when we feel that the author has communicated something. A literary

piece obviously makes room for an appreciation of the writer's language and

ideas. Criticisms aid our understanding by revealing the social climate in which

a work is written. Yet, at times we find criticism is more interesting than the

actual work.

That one must comprehend the literature of a particular age along with

other historical and philosophical sources to have a sound understanding of the

contemporary socio-cultural and political scenario is an undeniable fact. In

literary pursuits towards this direction, satirical works are of immense help.

Satire is at its best when there is some agreement between the author and

the reader with regard to what is normal, right and rational. We might remind

ourselves again, that satire is not a type of literature but a reflection of an attitude

toward the subject matter in handling the way to be found in any type.

The satirist is thus a kind of self-appointed guardian of the standards, of

moral as well as aesthetic values. He is a person who takes it up to correct,

censure and ridicule the follies and vices of an individual or a society and attach

contempt and derision upon aberrations when viewed from a desirable and

acceptable norm. Thus, satire is a kind of protest, a sublimation and refinement of

anger and indignation.



Some times the whole work is satiric; in other instances only few sections

carry it. Satire has been present in many of the short stories, novels, plays and

poems.

Good satire always preserves a nice balance between hatred and love - a

hatred for the sin but a love for the sinner. When the indignation is aimed

directly at a person and not at his aberration, it becomes invective rather than

satirical.

When it involves criticism of worldly life with all its human vices and

weaknesses and bitter humor, then it is satire. The central problem of satire is its

relation to reality. Some times only a single character or episode is satirical in a

book that is otherwise purely fictional or dramatic.

The term 'satire' commonly refers to a specific genre or simply a style or

tone in literature that employs great 'wit' to point out in a mocking or humorous

manner the frailties or maliciousness of individuals, groups, or the whole of

mankind in order to prompt a correction. Here is a fine example in anecdote

about a wealthy man who gave very little to charity. The solicitor, trying to

shame him, said:

"Even your Son has given more money than you have".

The Father replied:

"How can you compare me to my son? He has a rich father. I have

none"?. (Quoted from Leonard Feinberg. 1972:151).

There is, then, a tremendous difference of tone among works as they are

predominantly humorous, satirical, or productive of ridicule. But even among

works that are clearly satiric, there is a tremendous difference in tone.
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Whatever satirical writers may have said about their moral or reforming

or punitive intentions, making some rather grand claims-we may be sure that

writing satires never caused them any difficulty. They have enjoyed it; and we

enjoy what they have written, without apology. Many of the best jokes in the

world are about or against fools and hypocrites, or at least against lapses of

human folly and individual hypocrisy.

This may not define satire- a famously difficult thing to do; but it imposes

a limit. One can gravely say that satire postulates an ideal condition or decency

of man and then despairs of it; and enjoys the despair, masochistically. Every

thing goes without a joke, and we may be left with complaint, invective, or

denunciation, all of which may be poetry, but of another kind.

1.1. Definitions

" The genus 'Satire' and the species 'dramatic satire' are notoriously

difficult to define. The term satire can be used to describe an intention or a tone

or a specific type of literature. For our purposes satire will be defined as attack -

attack raised to the level of art and employing the weapons of wit and humour.

The humorous element may or may not be dominant". (Readers Encyclopedia of

World Drama. 1975:741).

'Satire is a literary or dramatic work that ridicules human or social

pretensions'. (The Macmillan Encyclopedia.1981:1079).

" 'Satire' is a protean term. Wherever Wit is employed to expose

something foolish or vicious to criticism, there exists satire, whether it is in song

or sermon, painting or political debate. The Satirist has at his disposal an

immense variety of literary and rhetorical devices: he may use beast fables,

dramatic incidents, fictional experiences, imaginary voyages, character sketches,

anecdotes, proverbs, homilies; he may employ invective, sarcasm, burlesque,

irony, mockery, raillery, parody, exaggeration, understatement - Wit in any of its
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forms - any thing to make the object of attack abhorrent or ridiculous. Amid all

this confusing variety, however, there is pressure toward order - internally, from

the arraignment of vice and appeal to virtue, and externally, from the often-

shadowy dramatic situation that frames the poem". (The New Encyclopedia

Britannica. Vol.16.1981:268-272).

Satire as "The word is a specific application of satura medley; this general

sense appears in the phrase per saturam (in the lump) indiscriminately; according

to the grammarians this is elliptical for lanx satura (lit. 'fulldish': lanx dish, satura

enough), which is alleged to have been used for a dish containing various kinds

of fruit, and for food composed of many different ingredients. Formerly often

confused or associated with SATYR from the common notion (found already in

some ancient grammarians) that L. satira was derived from the Gr. Satyr, in

allusion to the chorus of satyrs which gave its name to the Greek 'satyric' drama.

The words satire and satyr were probably at one time pronounced alike, as the

derivatives satiric and satiric are still; and the common use of y and /' as

interchangeable symbols in the 16th and 17th c. still further contributed to the

confusion... A poem, or in modern use sometimes a prose composition, in which

prevailing vices or follies are held up to ridicule. Sometimes, less correctly,

applied to a composition in verse or prose intended to ridicule a particular

person or class of persons, a lampoon. ..The employment, in speaking or writing,

of sarcasm, irony, ridicule, etc. in exposing, denouncing, deriding, or ridiculing

vice, folly, indecorum, abuses, or evils of any kind". (O.E.D. 2nd ed. Vol. XIV.

1989: 500-501).

The word Satire "is derived from the Latin 'satira', a later form 'satura',

which means medley, being elliptical for lanx satura, 'a full dish and a hotch potch'.

The word has no connection with 'satyr' as was formerly often supposed. (The

Oxford companion to English literature. IV. Ed. 1969: 728).
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"Quintillion used the term to refer to the kind of poem written by 'Lucilius-

a poem in hexameters on various themes; a poem with the tone of the work of

'Lucilius' and 'Horace'. Later the term widened in it is meaning to include works

that were satirical in tone but not in form. At some stage, confusion came about

between Greek 'satyre' and 'saturd, which led, to the word being written 'satyra'

and then in English, 'Satire', Elizabethan writers, misled by the etymology,

supposed that it derived from the Greek 'satyr', woodland demon. The French

Huguenot scholar, Isaac Casaubon finally cleared up the situation in 1605" as

stated in (J.A Cuddon. 1977: 584-585).

The Norton Anthology defines satire against the broad socio cultural

praxis: "Formal verse Satire, which had been a self-conscious novelty at the

beginning of the 17th century, was a well-established mode of poetry by its end.

Under the molding of many hands, Satire grew subtler and more various;

Satirists recognized their responsibility to divert their readers as well as to insult

their antagonists. Indeed a whole new mode of sharp gentlemanly discourse

grew up after the restoration; it went sometimes by the name of "raillery"

sometimes "banter" and amounted to nothing more than light irony. But serious

things could be said in it, about which nonetheless a gentleman might not want

to show himself too earnest. Below satire, burlesque was another literary mode

that the seventeenth century nurtured, with the aid of France. After the

unrelieved earnestness of the puritans, derision and buffoonery delighted the

popular taste, and with the advent of burlesque, we find ourselves on the very

threshold of the modern novel, one vein of which reaches as far back as 'Don

Quixote7". (The Norton Anthology of English literature. VI. Ed. Vol.1.1993:1077).

• Of all the creatures that Creep, Swim, or fly,

Peopling the earth, the waters, and the sky,

From Rome to Iceland, Paris to Japan,

I really think the greatest fool is man. - Nicolas Boileau Despreaux. (Satire 8).

• The great English lexicographer 'Samuel Johnson' defined satire as 'a poem

in which wickedness or folly is censured.'
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• Dryden claimed that the true end of satire was 'the amendment of vices'

and Defoe thought that it was reformation. Swift's definition of satire ' is a

sort of glass where in the beholders do generally discover everybody's face but

their own'.

• Alexander Pope apostrophized satire as:

'O sacred weapon! Left for Truth's defence,

Sole dread of folly, vice, and insolence!

To all but Heav'n - directed hands deny'd,

The Muse may give thee, but the Gods must guide.

Rev'rent I touch thee!' (Epilogue to Satires, Dialogue II. Lines. 212-216).

1.2. Etymology

"Satyr means one of a class of woodland spirits, inform partly by human, part by

beastial in Greek mythology. In Greek out of the pre-Roman period, the satyr was

represented with the tail and ears of a horse, Roman sculptures assimilated it in

some degree to the form of their native mythology, giving it the ears, tail and legs

of a goat, and budding horns". (The Oxford companion to English literature. IV.

Ed. 1969:729)

" Satyr: (minor woodland god in classical mythology). This God has a

name that suggests an association with 'Satire'; all the more as there was a type of

bawdy comic play in ancient Greece called a 'satyr play' or 'satiric drama'.

However, the God's name is simply a version of what he was called in Greek,

'Satyros , while 'satire' goes back through French to Latin 'satira or satura',

'mixture7, ultimately based on 'satis , 'enough'" (Dictionary of True Etymologies.

1988:154).

Elizabethan writers, anxious to follow the classical models but misled by a

false etymology, believed that 'Satyre' is derived from the Greek Satyr play:

Satyrs being notoriously rude, unmannerly creatures, it seemed to follow that

'Satyre' should be harsh, coarse and rough. But the classical scholar Isaac
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Casaubon finally exposed the false etymology that derives satire from satyrs in

the 17th century. The old tradition with an aesthetic if not etymological

appropriateness has remained strong.

Many contemporary scholars accept that the origin of satire is in Rome,

though a minor branch believes it emerging from Ancient Greece. The term

'satire' which derives from the Latin Tanx satura', meaning "full or mixed dish"

originally described works involving a variety of subjects or style.

Roman (Latin) Satura = 'medley' or 'miscellany'. Greek word for 'Satyra'

(Satyros). The odd result is that the English 'Satire' comes from the Latin Satura.

Subsequent orthographic modifications obscured the Latin origin of the word

Satire: 'Satura' becomes 'Satyra' and in England, by the 16th century, it was

written'Satyre'.

Among the most preferred modes of expression, in prose and verse, was

satire. The debate whether verse or prose is a more suitable vehicle for satire is

unresolved. Both have equal claims, but satirists have tended to use prose more

often, probably because it is very difficult indeed to write good satire in verse.

1.3. Major elements of satire and their characteristic features

A satirical work may employ wit, humor, parody, invective, sarcasm,

irony etc. "Any author, therefore, who often and powerfully uses a number of

the typical weapons of satire - irony, paradox, antithesis, parody, colloquialism,

anti-climax, topicality, obscenity, violence, vividness, exaggeration - is likely to

be writing satire" says (Gilbert, Highet. 1962:18).

Satiric methods include irony, sarcasm, invective, innuendo, burlesque,

parody, ridiculous, exaggeration, wit, humor, farce. Satire is never a direct and

forthright expression of criticism or dislike - rather it use devices such as humor,
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irony, wit, persona, descriptive names, etc. Satire is almost always critical of

society, but not all-social criticism is by definition satirical. All satire is moral in

that it makes judgments and asserts or implies a standard of value. It often

contains humour, but not all humour is satiric. Be it gentle or urbane (Horatian

Satire), biting or angry (Juvenalian Satire) the goal is correction.

Irony is possible through innuendo, hyperbole, sarcasm, and grim humor.

A sort of grim humour marks the presence of irony. Irony may be confused with

sarcasm. Irony bears a close relationship to innuendo too. Innuendo is an indirect

suggestion or insinuation. In general, irony is most often achieved by either

hyperbole or understatement. Irony is a mode in which the actual intent is

expressed in words, which carry the opposite meaning. Irony exists not only in

statements (verbal irony) but also in events and situations, for recognition of

incongruity between reality and appearance, here is an example: Antony's

sarcastic oration over the dead Caesar " Brutus is an honorable man", which

including absurd suggestions was made with apparent sincerity. Many of the

Bernard Shaw's plays are saturated with verbal irony.

Parody is a ridicule of something by exaggerated imitation or distortion of

a particular work. Some times parody and burlesque more or less look alike.

Burlesque is distortion of a form or genre while parody is the distortion of a

particular work.

Burlesque is a satirical imitation; a dignified style is used for nonsensical

distortion of a form or genre. It is a style ordinarily dignified which may be used

for nonsensical matter or a nonsensical style may be used to ridicule a weighty

subject. Burlesque is a form of satire or comedy characterized by ridiculous

exaggeration. In particular burlesque, caricature, parody and travesty are very

much alike and refer to literary or dramatic works that mimic serious works in

order to achieve a humorous or satiric effect.
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Wit occurs in an ability to make brilliant, imaginative or clever

knowledge. Wit is generally verbal, whereas humour need not be. 'Brevity is the

soul of wit' says Hamlet. Some authors believe that brevity as an indispensable

quality of good satire. Dryden comments on the difficulty of indirection in the

Essay on Satire "How easy it is to call rogue and villain, and that wittily! But how

hard to make a man appear a fool, a blockhead, or a knave, without using any of

those opprobrious terms'7.

Humour is a comical mode that is sympathetic and tolerant of human

nature. There are many types of humor: puns, wordplays, riddles, jokes, satires,

lampoons, sarcasm, irony, wit, black humor, comedy, slapstick, farce, burlesques,

caricatures, parody and travesty. Travesty is a grotesque form of a low comedy.

Sarcasm could be harsh, cutting, personal remarks or bitter expression.

Sarcasm, a caustic and bitter expression of disapproval under the guise of praise.

Irony is different with usually lighter and less harsh wording.

Innuendo is an indirect suggestion or subtle suggestion that someone or

something is wrong and the characters are degraded.

Farce means, laughter arising out of some actions and is of broad and

often low comedy. It is the lowest form of humour, where as wit is the highest

form of humour. It is an improptu interlude inserted between the parts of a more

serious play. It means a form of drama with extravagant, boisterous comic

action.

Exaggeration is overstatement or stretching of the truth to have humorous

effect. All satire is exaggeration. All satirists exaggerate. Ex: Carroll's Alice

'Swims in a pool of her own tears'.

9
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Caricature is an exaggerated description (features, expressions etc,) of a

character.

Invective occurs in speech or writing, which is denunciatory, abusive or

vituperative. There is no humour in invective. The fact that invective is one of the

earliest forms of satire does not necessarily prove that it is the easiest. "There

will be a tenuous line between abuse and invective; no mathematical formula

differentiates between them". (Leonard, Feinberg.1972:108)

Satire has no fixed rule and does not fit into any particular literary forms

like Ode, Elegy, Epic, etc,. "Satire is not limited to a particular genre or milieu,

and there is no point in trying to prove that one method is best", (ibid. 1972:100).

Invective in literature is closely associated with satire, lampoon and

caricature. Many writers have employed invective for a variety of purposes, the

commonest being to express, dislike, disgust, contempt and even hatred. It is

often directed against a particular person (e.g. Junius on the Duke of Grafton in

'The Letters of junius'), occasionally against a class or group; (e.g. Swift on the

'English nobility in Gulliver's Travels) it offers Lilliput as England; the King as

George I, high heels and low heels for Tories & Whigs; an institution (e.g.

William Pryme on the stage in 'Histriomastix'). The late Tudor dramatists and

pamphleteers found invective a most effective weapon.

"The word 'sarcasm' is often associated with irony. By derivation it means

only cruel and biting speech of any kind. Gentle irony and wounding sarcastic

irony can be used as weapons in all types of satire; an example of this kind is a

prose pamphlet in English by Jonathan Swift in 1729. In its title we can see the

touch of the ironist: "A Modest proposal for preventing the children of poor people in

Ireland from Being a Burden to their Parents or Country, and for Making them Beneficial

to the public". Here, to understand this as an irony the problem where Irish

people are facing is to be understood first. The problem is under English
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domination, the population of Ireland was starving to death." (Gilbert,

Highet.1962: 57,58).

Closest kin of satire: "On one side, invective and lampoon; on the other,

comedy and farce. Invective and lampoon are full of hatred, and wish only to

destroy. Comedy and farce are rich with liking, and want to preserve, to

appreciate, and to enjoy. The lampoonist would like his victims to die of hideous

disease, or (like the enemies of Hipponax) to hang themselves". The writer of

comedy or farce would be saddened by any such news. He likes people, not in

spite of their peculiarities, but because of them. "Comedy always wishes to

evoke laughter, or at least a smile of pure enjoyment. Farce does not care what it

does provided that everybody collapses into unreasoning merriment. Close to

satire on the other side we see, cavorting about and wearing gay masks and

putting on funny hats and using unrespectable words and disrupting solemn

ceremonies, two other siblings. These are Comedy and Farce. If it wanted to,

comedy could be satire; and in nearly every satire there are some elements of

Farce" says (Gilbert, Highet, 1962:154,155)

1.4. Satirists' view on Satire

"Satire, we must observe, is of two sorts, the comic and the serious', or as

the anonymous translator of Persius puts it in 1806, there are three sorts-the gay,

the serious, and a skilful combination of these two".

Quotations of Great Satirist's on Satire: -

• In the present state of the world it is difficult not to write satire - Juvenal.

(Satires, I. L-29).

• How terrible a weapon is satire in the hand of a great genius! - Colley

Cibber.

• Prepare for rhyme - I'll publish right or wrong:

Fools are my theme, let satire be my song. - Lord Byron. (English Bards and

Scotch Reviewers (1809). By George Noel Gordon. I. Lines. 5- 6).
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• Satire is a sort of glass wherein beholders do generally discover every

body's face but their own, which is the chief reason for that kind reception

it meets within the world. - Jonathan Swift. (Preface of'The Battle of the

Books).

• If any fool is by our satire bit,

Let him hiss loud, to show you all he's hit. - Alexander Pope.

• The true end of satyre, is the amendment of vices by correction. - John

Dryden. (Preface to Absalom and Achitophel. L-57).

The Right of blaming bad Authors, is an ancient Right, pass'd into a

custom, among all the Satirists, and allow'd in all ages', wrote the French Satirist

Boileau in 1668. (Michael Wilding.1972:191).

Swift says to Pope in a letter (Dt. Sep. 29lh, 1725) "Distresses and

dispertions but the chief end I propose to myself in all my labors is to vex the

world rather than divert it". (Harold, Williams. 1965:102).

In the entire English history its literature has divided into four broad

major forms i.e. tragedy, comedy, epic and satire. Of course, there are various

combinations among them. "The subject-matter in general is no guide. The

subject matter of satire is multifarious. But its vocabulary and the texture of its

style are difficult to mistake, and, although sometimes used in other types of

literature, are most concentrated and effective in satire. Most satiric writing

contains cruel and dirty words; all satiric writing contains trivial and comic

words; nearly all satiric writing contains colloquial anti-literary words". Says

(Highet, Gilbert. 1962:18) further he even says 'In plot, in discourse, in emotional

tone, in vocabulary, in sentence-structure and pattern of phrase, the satirist tries

always to produce the unexpected, to keep his hearers and his readers guessing

and gasping'.
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But ridicule is a powerful weapon, and Pope, in spite of many

disadvantages (he was stunted, deformed, and as a catholic could not attend the

Universities or gain a government pension), became perhaps the most feared

writer in English Literature.

'Yes, I am proud-who'd not be proud, to see

Men, Not afraid of God, afraid of me../ (Epistle to Arbuthnot).

Having gained a substantial income through his translations of Homer, he

was free to skewer the assortment of rogues, fools, and frauds with which

English public life and literary life conveniently swarmed.

1.5. Historical development of Satire (In chronological order)

The history of satire begins with the early Greek poets - with Archilochus

of 7th century B.C and Hipponax of 6th century B.C. In Rome, satire began with

Lucilius (180-102B.C) while Varro, Horace, Petronius and Seneca practiced the

other kind of satura, of whom the first composer was probably Ennius (239-

169B.C). On the other hand, we do find some elements of satire in Lucilius, who

exerted a considerable influence on Horace, who in turn influenced Persius-the

acknowledged 'master' of Juvenal. Simplifying the complex development of the

genre, we find Horace and Juvenal as the 'father' figures of two classes of satire.

Horace is tolerant, urbane and an amused spectator of the human prospect;

Juvenal is bitter, misanthropic and consumed with indignation.

Here is an example of the power of satire when it is directed against

certain people, where as it costs their lives, as stated in Claude Rawson:

"Archilochus, whose scornful iambics (according to the legend) had driven his

victims, Lycambes and his daughter Neobule, to suicide, had become a notable

exemplar for satirists. Like a magical curse, a satirical utterance (it was

comfortingly maintained) might literally kill those against whom it was

directed." (Claude Rawson. 1984:57). From such an example of this kind, we can
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make a clear-cut distinction between good satirists and satire in the hands of

some people who practiced it the other way.

Historical Development of Satire in English Literature: English Literature

mirrors the development of the language and the country's historical, political

and social developments with respect to poetry, prose and drama written by

authors from the British Isles, primarily England, Scotland and Wales, and to a

certain extent Ireland. The literary history detects little satire of any note in

European literature from lstc. A.D until near the end of 12lh c. A.D, though one

finds satirical elements and tones here and there in occasional works.

In medieval literature and there after it becomes quiet plentiful, in

Geoffrey Chaucer's 'Canterbury Tales', deals with social levels, attitudes, diversity

of characters and ways of life. In the late 14th century, quiet sustained satire,

though rough and swinging and perhaps better described as invective. This is a

feature of much verse by William Dunbar and John Skelton. The form was

employed in the middle ages, eg: Geoffrey Chaucer's 'Nun's priest's Tale'. Satire

flourished among the Elizabethans, as it is evident from some of Shakespeare's

plays, which have many satirical touches.

Middle-English Literature (1100-1485): The mixture of Latin (from the Catholic

Church) and French (from the Norman invaders), overlaid on the earlier Old

English and local dialects created Middle English. This literature developed the

romances (primarily adventure stories told mostly in verse). The cycle of legends

about King Arthur and the Knights of the Round Table is a major example of this

genre. The most complete version 'The Death of Arthur' was written in the late

1400's by Sir Thomas Malory. The most important English author of Middle

English literature was Geoffrey Chaucer (1340-1400) whose The Canterbury Tales,

he began writing it around 1387 and the work was uncompleted at his death in

1400. It employed end rhymes and a five-beat line (iambic pentameter) that is

still a main stay of English Poetry.
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Folly Literature: "The title given to a variety of literature that had some vogue

between the 15th and 17th C. Most of the works in this category are a form of

satire and can be regarded as early instances of "the absurd". A way of

laughing things off, so it is also known as "Fool Literature". An early and

classic example is 'Brant's Narrenschiff, 'The Ship of Fools' (1494), a travel tale

reminiscent of Lucian's fantasies. Brant fills his ship with 112 different kinds of

recognizable fool, but becomes so interested in showing the characters that the

ship never left port; reminding us of Chaucer's Pilgrims never left the 'Tabard

Inn'. It gives a picture of contemporary English life dwelling in particular on

affectations of manners, customs and clothing, social evils, venal officials and

corrupt courts. It provides an early collection of satirical types. Later, comedy of

humours and the character sketch were to be a development of this kind of

treatment of individuals and types". (Cuddon. J.A.1977: 269).

Some early examples belong to a medieval tradition coming down from

William Langland's Piers Plowman while others, notably Wyatt's 'epistolary

satires' are related to the classical satirist's 'Horace' and 'Juvenal'.

15th century - Development of Modern English. During the 1400's changes in the

language brought about modern English; for eg, by the late 1500's, people were

writing and speaking in a language we can recognise today. During the reign of

Queen Elizabeth I (1558-1603), England experienced a golden age of poetry and

drama. William Shakespeare (1564-1616), the greatest figure of English drama,

had contemporaries like Ben Jonson's 'Volpone, 1605' and 'Bartholomew Fair, 1614'

and Christopher Marlowe (Tamburlaine the Great, The Tragical History of Doctor

Faustus).

In poetry, longer narrative verse was written by William Shakespeare's

' Venus and Adonis' and Edmund Spenser's 'The Faerie Queene-l590-96'. Both wrote

sonnet sequences (a series of sonnets on a single topic or person), also which

were popular forms of verse at the time.
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''An extreme example of the dangers besetling authors is provided by the

history of John Stubbs, who protested against Elizabeth's projected French

marriage in a pamphlet called "The Discovery of a Gaping Gulf (1579). For writing

this pamphlet, Stubbs had his right hand cut off with one stroke of a butcher's

cleaver-after which he took up his hat with his left hand and cried, "God save the

queen". Indeed, almost every writer of the period got into some sort of trouble

for publishing a book. It might be prison; it might be merely a reprimand. It was

dangerous to put pen to paper at that time". (Abrams, M. H. 1993:248).

16th century: From late 16th century and early 17th century we find an increasing

propensity towards satirical modes and means, rather than the occasional satire

of Dante, Barclay a Cervantes. Ben Jonson's 'The Alchemist' (1610), a satirical

comedy of this period, also deserves a mention. Two other plays are significant

for their handling of 'humours'. Every Man In his Humour (1598) and Every Man

Out Of his Humour (1599). The genres for satire were less well fixed in the 16th

century than they were later, but there is a good deal of satirical verse.

An outbreak of Satire and Epigrams in the 1590's was thought to be

dangerous and suppressed by the authorities. An epigram is a Greek

'inscription', as a rule, a short and witty statement in verse or prose, which may

be complimentary, satiric or aphoristic. Coleridge defined 'In What is an

Epigram'?, as:

"A dwarfish whole,

Its body brevity, and wit its soul". (Quoted from Cuddon. 1977:230)

Here is another of Coleridge's epigrams, to show that romanticism did not

preclude wit: Verses 'On a volunteer singer':

"Swans Sing before they die - 't were no bad thing

Should certain people die before they Sing! (Quoted from Cuddon.

1977:231)
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Occasionally in verse an epigram takes the form of a couplet or quatrain as part

of a poem, as in the example by Pope in the "Essays on Criticism'':

"We think our fathers fools, so wise we grow,

Our wiser sons, no doubt, will think us so".

Another of this kind in prose:

"Forty years of romance makes a woman look like a ruin and Forty years

of marriage make her look like a public building". (Oscar Wilde).

One more example for epitaph:

"God made women beautiful so that men would love them; and he made

them stupid so that they could love men".

(Attributed to La Belle Otero, the 19th C. courtesan).

Some of the cynical undercurrents in Shakespeare's 'Hamlet' and 'Troilus

and Cressida' reflect the general disenchantment and disillusionment. "These

satirical and witty statements occur not only in prose and verse writings of all

ages, but they can be seen in the form of Epitaph's. Epitaph's are from Greek,

which means writing or inscription on a tomb or grave; a kind of valediction,

which may be solemn, complimentary or even flippant. They vary from comic to

serious and had considerably influenced Roman and Renaissance writers".

A couple of examples are:

Dryden on his wife: -

'Here lies my wife: here let her lie!

Now She's at rest, and so am I'. (Quoted from Cuddon. 1977:235).

John Wilmot, Earl of Rochester's Epitaph on King Charles II: -

'Here lies a great and mighty king

Whose promise none relies on;

He never said a foolish thing,

Nor ever did a wise one'. (Quoted from Cuddon. 1977:235).
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The Later Renaissance and the Common wealth (16004660): James I, a Stuart,

ascended the throne after Elizabeth 1. In 1648 the puritans under Cromwell

overthrew the monarchy and established a commonwealth. The theatre

continued under James, but took on a darker tone. Known as Jacobean drama,

these plays often concentrated on action, violence, and the theme of revenge.

John Webster's Duchess ofMalfi (1612-14) is a prime example of Jacobean tragedy.

Other playwrights included Francis Beaumont, John Fletcher (The Maid's Tragedy)

and John Ford (The Witch of Edmonton). The puritans closed the theatres in 1648.

John Donne was the leading 'metaphysical' poet (a school of poetry that used

vivid, common speech together with complex metaphorical allusions called

conceits). Others in the group included Henry Vaughan and George Herbert.

The 'cavalier poets', on the other hand, concentrated on lighter verse. The works

of Robert Herrick and Richard Lovelace typifies them. The greatest poet of the

era was John Milton, whose epic 'Paradise Lost' (1667) was based on the Biblical

story of Adam and Eve. Perhaps the most enduring, influential prose work of the

era was the King James Version of (the Bible translated in 1611).

Restoration literature (1660-1700): After the monarchy was restored in 1660,

drama returned principally in the form of Restoration Comedy, a comedy of

manners that concentrated on the amorous pursuits of the upper class. Chief

among the Restoration playwrights was William Congreve, whose 'The Way of the

World' (1700) is still a repertory staple. Others included William Wycherly, and

Colley Cibber. Prose works of the era included John Bunyan's 'Pilgrim's Progress'

(1678). Serious drama and poetry were served by the outstanding poet John

Dry den, as exemplified in his play 'All for Love' (1678) and his satire ' Mac

Flecknoe' (1682-84).

The period between 1660and 1700 was remarkably varied and vigorous.

Dryden was the dominant figure, writing in all the important contemporary

forms-occasional verse, comedy, tragedy, heroic play, ode, satire, translation and

critical essay. The real distinction of restoration drama was its comedy. Eg:
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William Congreve (1670-1729). Restoration writers excelled in representing -and

critically evaluating-the social behavior of the fashionable upper class of the

town. This sort of comedy -brilliantly wittier, cynical in its view of human

nature, shows to the sensual, egoistic and predatory - and is known as-" the

comedy of manners", because of its concern to bring the moral and social

behaviors of its characters to the test of comic laughter. Wycherley's 'The Country

Wife', produced in 1672-74. On the other hand some of the finest works of the

period are mock- heroic individual passages as in Swift's ' Battle of the Books' and

'A description of a city shower' and Pope's 'Rape of the lock' and 'The Dunciad'.

As satire flourished its most distinguished practitioners being Pope and

Swift among many effective writers. Satirists are usually conservative, using their

weapons against those derivations from norms of deviations conduct than

threaten to undetermined traditional and socially approved behavior. Both Pope

and Swift wrote their major satires as Tories, at a time when Britain was

dominated by the Whig party .The Tories resisted, but resisted futilely, the social

and economic changes that were taking place as England grew from an Island

kingdom into a world power and transformed it's agrarian economy into a

mercantile one. They looked with gloomy forebodings on the rising tide of

popular taste, on what they considered the invasion and debasement of the polite

world by the barbarians from the middle classes and the idle rich and on the

increase of corruption in public life. The satire of both Swift and Pope is animated

by moral urgency and heightened by a tragic sense of doom. Pope saw the issue

as a struggle between darkness and light; chaos and order; barbarism and

civilization: a vision that is expressed in the great work, 'The Dunciad'. For Swift

the issue was one between 'right reason' and 'madness' - not clinical insanity, of

course, but blindness to anything but one's own private illusions, which is an

abandonment of practical reality.

Dryden and his two sons were converted to Catholicism in 1685. From his

new position as a Roman Catholic, Dryden wrote 'The Hind and The Panther',
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(1687), in which a milk-white Hind (The Roman Church) and a spotted Panther

(The Anglican Church) eloquently debate theology. The Hind has the better of

the argument. Dryden knows that James' Policies were failing and with them the

Catholic cause in England.

More writers and readers during the Renaissance regarded satire as brutal,

punitive, biting and the product of a perceived Persian (rough, obscure) and

Juvenalian (severe, exalted) inheritance that lashed, whipped, or burned out

man's vices. The satirist's function is medicinal and purgative; he must bite or he

can be no satirist. Such satire included obscurity, ruggedness of verse, violence

of tone, and shrillness of pitch in portraying a world overrun by the hordes of

stupid, vicious, powerful enemies of God, the state, reason, virtue and good

sense.

If Horatianism were triumphant by about 1690-1710, one would expect to

find Joseph Addison in the forefront of Horace's army. Addison faces the old

problem of whether Horace's or Juvenal's methods "are most agreeable to the

End of Satire". The answer is clear: "Both of them, allowing for the different

manner of their writing are perfect masters in their several ways; in the one

shines the 'Ridicule', in the other the 'ruthless'". Shortly thereafter, Anthony

Blackwall praises each satirist for his separate virtues, and Joseph Trapp, after a

partisan of Juvenal, argues that bias dictates judgment, that readers "perhaps will

allow both to be best in their kind", and that some prefer one kind, some the

other: 'there is all the real difference between them'. It is neutrally remarked that

Horace, exercis'd his censure in jest and merriment; and Juvenal wrote his satire

in a more serious strain.

17th century: From around the middle of the 17th century the closed heroic couplet

tends to be the favorite form of the verse satirist. The couplet was developed by

Sir, John Denham and Edmund Waller and perfected, in turn by Marvell, Dryden

and Pope. The major English satirist of the second half of the 17th century was
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John Dryden (1631-1700), whose notable satires were Mac Flecknoe (1682) and The

Hind and The Panther (1687) and his admirable translation of satires by Persius

and Juvenal (1693) to which he wrote an important preface called 'Discourse

Concerning the original and progress of Satire'.

For centuries, the term 'satire' was usually applied to long poems in the

manner of Horace and Juvenal. Others are Samuel Buttler's 'Hudibras', Alexander

Pope's "The Rape of the Lock') James Russell Lowell's 'A fable for critics'. However,

drama also lent itself well to satirical comment upon man's vices and follies. With

the rise of picaresque novel, prose fiction demonstrated its suitability as a

vehicle for satire in 'Don Quixote' by Cervantes. Among this lead, followed by

novelists like Fielding etc,.

The Augustans (1700-1750): The early 18th century saw a revival of classical,

mainly Roman, aesthetics with an emphasis on reason, proportion, and elegance.

This was especially manifested in the poetic satires of Alexander Pope (1688-

1744), most notably in 'The Rape of the Lock' (1712), and in the prose writings of the

powerful satirist Jonathan Swift (1667-1745), the author of 'Gulliver's Travels'

(1726), which seems as an attack on the political parties of that time. The novel

came in this period with such writers like Henry Fielding's 'Pamela', and

'Shamela', Tobias Smollett, Samuel Richardson, and Daniel Defoe (1660-1731).

18th century: In the first half of 18th century there flourished two greatest satirists

in the history of literature; namely Jonathan Swift and Alexander Pope. Swift

excelled in prose and Pope in verse. Other notable instances of Satire in English

Literature from the mid 18th century onwards were Henry Fielding's burlesque

plan 'Tom Thumb' (1730). Burlesque was a particular favored means at this time.

In France, *he greatest prose satirist of the period was Voltaire. Minor

verse satirists of the later 18th century were John Walcott, Allan Ramsay and

Christopher Anstey.
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Romantic Literature (1785-1837): Pre-romantics, principally poet William Blake,

began the shift in emphasis from reason to feeling and emotion, as exemplified in

his 'Songs of Innocence' (1789) and 'Songs of Experience' (1793) and together in

(1794). Other pre-romantic poets of the era included Thomas Gray, William

Cowper's 'The Task' (1785), and the great Scottish poet Robert Burns.

The great romantic poets of the early 19th century were William

Wordsworth and Samuel Taylor Coleridge. Their joint effort 'Lyrical Ballads'

(1798) heralded a change to elemental human emotions and a deep, personal

tone. Later, the extraordinary group of George Gordon Byron, Percy Bysshe

Shelley, and John Keats raised romantic poetry to heights. The novel was also

well sewed by Jane Austen's 'Pride and Prejudice' (1813), and Sir Walter Scott's

'hrnnhoe' (1819), a clash between Saxon and Norman. The Gothic novel (horror

story) was created by Horace Walpole with 'Castle of Otranto' (1754) and was

taken up by Mary Shelley's 'Frankenstein' (1818).

19th century: In the late 18th and 19th century Burns, Jane Austin, Carroll, Byron

and Oscar Wilde continued the traditions with diminishing force.

The Victorian Age in Literature (1837-1901): In 1837, Victoria was crowned

Queen and inaugurated the longest reign in England (till-1901) and one of its

most illustrious literary eras. The novel is the jewel in the crown of Victorian

Literature. Charles Dickens created worlds of vivid, memorable characters in

works like The Pickwick Paper' (1836-37) and Oliver Twist (1837-39) and, later,

grimmer side of Victorian life in 'Bleak House' (1852-53) and 'Hard Times' (1854).

Major novelists of this period also included William Makepeace Thackeray's

'Vanity Fair' (1847-48), Emile Bronte's 'Wuthering Heights', (1847), and Charlotte

Bronte (Jane Eyre, 1847), Later Victorian novelists include such important figures

as George Eliot (pen name of Mary Ann Evans), Thomas Hardy and George

Meredith. Late 19th century poets often assumed a darker, more problematic

tone, as in Lord Alfred Tennyson's In memorium, (1850), Mathew Arnold (Dover

Beach, 1867) and Robert Browning (The Ring and tlte Book, 1868-69). Drama came
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back after something of a hiatus for most of the century. By 1900, Oscar Wilde

(The Importance of Being Earnest, 1895) and George Bernard Shaw (Man and

Superman, 1901-03; Major Barbara, 1905) were produced witty comedies and social

trenchant dramas.

20th century: Most of the major poets who flourished at the turn of the century

and during the Romantic period wrote satire occasionally, however, the major

satirist of this period was undoubtedly Lord Byron, who was outstanding in his

satiric mode in 'Don juan' (1819-24) and The Vision of Judgment (1822) and English

Bards and Scottish Reviewers (1809).

During 20th century Satire has been rare. Two main reasons for this lack

are it has been a period of much instability and violent change, and the other is

the humor industry has grown to such an extent that the satirist can hardly make

himself felt except in the caricature and cartoons. Sustained verbal satire of merit

has been very unusual.

In the 20th century novelists have been the dominant practitioners, for ex.

Evelyn Waugh in England and Josepli Heller in U.S.A. The English magazine

'Private Eye' founded in 1962 is an example of the topical political satire that has

always been a feature of journalism. Punch, is also of notable importance

published at London. It was first published on July 17th 1841 and the magazine

developed a reputation for satire. It was closed in 1992. The original Punch has

published a half of irreverent humour. It brought back to life in 1996 by

Mohamed al Fayed.

In the 20th century the satire tradition was continued in the works of

Nathaniel West, George Orwell, W.H Auden, etc,. Joseph Conrad (Heart of

Darkness, 1902) wrote penetrating psychological novels while, John Galsworthy

(Vie Forsyte Saga, 1906-21, a series of three works) wrote realistic novels and

plays. Virginia Woolf, largely forsaking normal plot and character development,
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wrote novels to describe inner reality using a technique called 'stream of

consciousness' as in To the Lighthouse, 1927. The Irish novelist James Joyce broke

new ground in writing highly stylized, literary works that utilized interior

monologues and made random associations in ways not tried before, as in

Ulysses (1922). The American born T.S. Eliot (Hie Waste Land, 1922) wrote poetry

in a distinctly modern idiom. Through both World Wars until now literature in

the British Isles has made major contributions to world culture. Among the

significant novelists are D.H. Lawrence, Aldous Huxley's Brave New World.

George Orwell's (Animal Farm, 1945), Graham Greene, and Evelyn Waugh. More

recent novelists include C.P. Snow & Doris Lessing. Poets include W.H.Auden,

Stephen Spender, Dylan Thomas, Philip Larkin, and Ted Gughes. Playwrights

include Christopher Fry, John Osborne, Tom Stoppard and David Hare.

1.6. Typology of Satire

There are two main branches of satire: Formal and Informal. "There are,

then, two main concepts of the purpose of satire, and two different types of

Satirist's. One likes most people, but thinks they are rather blind and foolish. He

tells the truth with a smile, so that he will not repel them but cure them of that

ignorance which is their worst fault. Such is Horatian satire. This type of satire

never gets terribly excited about the evils it ridicules. It is more playful and

amused than violently disturbed about the follies of men and induces an urbane

kind of laughter at them.

The other type, Juvenalian satire, on the contrary, is possessed of what

Juvenal himself called "a saeva ignatio", (a savage indignation) at the sheer

irrationality of man's actions; it puts them in their most ridiculous light and

invites indignant, critical laughter at the irrationality of it all. This can, of course,

easily push on into invective if the laughter is made too personal. It hates most

people, or despises them. Juvenal believes rascality is triumphant in this world;

or he says, with Swift, that though he loves individuals, he detests mankind.
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Juvenalian variety of satire aims therefore not to cure, but to wound, to punish, to

destroy". (Gilbert, Highet. 1962:235).

" Horatian satire is the wilder form; named for the Roman writer Horace-

a member of the emperor's court who is thought to have praised the current

rulers- it employs a gentle, sympathetic laughter' in its critique. Juvenalian

satire is the harsher form; named for the Roman writer Juvenal-an

anthropologist of his ruling government who many consider a 'bold enemy of

oppression' —this form is 'angry and biting' and "tear(s) to the bone" with

contempt and moral indignation at the corruption and evil of humans or

institutions". (Weinbrot, Howard. D. 1988: 322-33.). One of the reasons for these

different sorts was the varied genealogy of the two major forms: "Horace is

jeering, and so fit for Augustus his times; and Juvenal Terrible, and so most fit for

Domitian's desperate Age". (Weinbrot, Howard. D. 1982: 25).

The other type of satire is the Informal, often called the Varronian (after

the Latin writer, Varro) or Menippean (after the Greek cynic Mennipus). This

type is not verse but prose and speaks in the third not first person. In, formal

verse satire the events are narrated and, sometimes, acted out on the stage. The

informal type includes a wider range of styles and will, essentially, harbor any

form of satire that resists classification. "In the classical tradition, an important

form is 'formal' or 'direct' satire, in which the writer directly addresses the reader

(or the recipient of a verse letter) with satiric comment. The alternative form of

'indirect' satire usually found in plays and novels which allows us to draw our

own conclusions from the actions of the characters". (Baldick, Chris. 1990:198).

Indirect satire is cast in the form of a narrative instead of direct address, in

which the objects of the satire are "characters who make themselves and their

opinions ridiculous by what they think, say and do, and are sometimes made

even more ridiculous by the author's comments and narrative style". (Abrams,

M.H. 1989:155). The same idea can be seen in one author who says that the
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'Menippean Satire (also Lucian and Varronian Satire) is named after the Greek

cynic Menippus of Gadara' (3rd c. B.C) who was called 'the joker about serious

things'. (Max Nanny 1985:Vol.66.No.6: 526-535).

Another Classification of Satire

Satires can be classified into three types. Such as: Monologues, Parodies

and neither monologue nor parodies. A satire usually has one of the three main

shapes:

Some satires are Monologues. Here, the satirist usually speaking either in

his own person or behind the mask, which is scarcely intended to hide, addresses

us directly. He states his view of a problem, cites examples, pillories opponents,

and endeavors to impose his view upon the public. Such is Juvenal, denouncing

the traffic, which makes big city life almost unlivable.

Some again are parodies. Here the satirist takes an existing work of

literature, which was created with a serious purpose, or a literary form in which

some reputable books and poems have been written. He then makes the work, or

the form, look ridiculous, by infusing it with incongruous ideas, or exaggerating

its aesthetic devices; or he makes the idea look foolish by putting them in an

inappropriate form or both. Such is Pope, making Settle's ghost glorify the Dark

Age.

The third type of satire contains neither monologues in which the satirist

often appears personally, nor parodies in which his face wears a mask, but

narratives, in which he generally does not appear at all. Some of them are

stories, such as Candide. Others are dramatic fictions: staged satires, such as

Troilus and Cressida. Narrative, either as a story or as a drama, seems to be the

most difficult type of satire - easiest for the author to get wrong, hardest for the

reader to understand and the judge. Gilbert, Highet. (1962:12,13,14)
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1.7. Aim and objective of the study

The project intends to identify the problems of translating satire - from

English to Telugu and vice-versa. It is also aimed to suggest some solutions or

wayouts to the new translators in translating satires.

Identification of satire, and its analysis and effective method of

transferring the satire into another language are the three major components in

the translation of satire, which is not discussed by any of the theoreticians.

So, a humble attempt is being made here to develop some theory in

translating satire from Telugu to English and vice versa.

l.S.Methodology

Comparative and analytical methods are followed in this study. The

Telugu translation of 'Anns and the Man' of George Bernard Shaw by Korrapati.

Gangadhara Rao and the English translation of Gurajada Appa Rao's

"Kanyasulkam" by Vijayasree, C and Vijay Kumar, T. were selected and compared

with their respective original texts. The methods of translating satire by these

translators are evaluated and the procedures they followed in the translation are

critically analyzed. A questionnaire was circulated to some important translators

in and around the twin cities of Hyderabad and Secunderabad. Based on their

views and the results of the evaluation, a few suggestions are made for the

translation of satire.

1.9. Presentation

This thesis consists of five chapters.

The first chapter is an introduction to the basic information about satire

such as definition, etymology, chronological development and its typology.
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The second chapter deals with the evaluation of the Telugu translation of

Bernard Shaw's "Arms and the Man". The former part of this chapter evaluates

and highlights the translation of satires and the latter part deals with the

translation procedure followed by the translator.

The evaluation of the English translation of Gurajada Appa Rao's

"Kanyasulkam"(1909), is the subject matter of the third chapter. The translation of

satire and the translation procedures followed are highlighted here.

A few important suggestions in identifying satire and the care one must

take in analyzing and translating satire from one language to another are the

constituents of the fourth chapter.

All the observations and findings are listed in the concluding chapter.



CHAPTER -II

Satire in Arms and the Man and its translation:

An Evaluation

2.0. George Bernard Shaw takes the title of his play 'Arms and the Man' from the

opening lines of Virgil's 'The Aeneid', an epic-poem describing the adventures of

Aeneas, the Trojan Prince "of arms and the man I sing". Virgil glorified war and

the heroic feats of Aeneas on the battlefield. One of the characteristic feature of

Satire is as suggested by Gilbert Highet (1962:15), "By quoting the actual words

or a line of a poem of a distinguished satirist, the author gives a hint or makes it

plain, without a direct statement informing the readers that he is writing a

satire". The title itself indicates an ironical treatment, which leads to satiric

expectations. However, Shaw's purpose in this play is to attack the romantic

notion of war by presenting a more realistic depiction of war, devoid of the idea

that such death and destruction speaks of nobility. Still, 'Anns and the Man' is not

an anti-war drama, but rather a satirical assault on those who would glorify the

horrors of war. Shaw has aptly called 'Anns and the Man' an anti-romantic

comedy. In the play he has exposed the hollowness of the romantic notions of

love and war. The term romantic, according to Shaw meant untruth. Romance

refers to a kind of fiction, which does not concern itself with real life; it gives

greater importance to idealization.

Quick Facts about George Bernard Shaw:

Birth: July 26th 1856.

Death: November 2nd 1950.

Irish born British Dramatist & Literary critic. Wrote more than 50 plays.

Won the Nobel Prize in Literature in the year 1925.

2.1. Shaw was a professed social reformer and Satire was the weapon he used to

convert the society to his own point of view. In each successive play, he lashes at
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one social evil after another. In 'Amis and the Man' he had satirized the romantic

ideals of life. More specially the romantic view of war and soldiering and

romantic love and social snobbery. In this play his main aim was to bring a

correct understanding of the true nature of love and war.

Shaw is a man of ideology and active member of The Fabian Society, a

middle-class Socialist group committed to transformation of English government

and society, "Which includes the establishment of equal citizenship for men and

women". (Johari, J.C. 1989:674 & 5). He presents a contrast between the pros and

cons of the same idea. He says that when he wants to change a person from

his/her follies, first of all he wants to change the root for an idea, which a society

had in particular. Shaw had ruthlessly exposed the vanities and follies of man.

However, the play is a satire on the romantic notions of young peoples' idea of

war and love. Often the dramatist laughs with mild nature without any

corrective intention, merely for the sake of the laugh. 'Plays Pleasant' includes

Arms and the Man (1894), Candida (1894-95), The Man of Destiny (1896) and You

Never Can Tell (1877).

The preface to Plays Pleasant was written in 1898. Towards the end of the

preface Shaw says "That he can no longer be satisfied with fictitious morals and

fictitious good conduct 'shedding fictitious glory on robbery, starvation, disease,

crime, drink, war, cruelty, cupidity and all other commonplaces of civilization

which drive men to the theatre to make foolish pretences that such things are

progress, science, morals, religion, patriotism, imperial supremacy, national

greatness, and all other names the news papers call them". "Arms and the Man,

subtitled as an 'anti-romantic comedy', is a satire on the conventional idealistic

views on war and marriage". (Riaz Uddin Ahmed. 1995:16).

2.2. For the convenience of the study some background about the play like:

setting, conflict, themes, plot and act wise summary is discussed in detail.
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2.2.1. Setting: Prince Alexander I, the regent of Bulgaria, led the Bulgarian army

against the Serbs who had declared war in November 1885. The Russians helped

the Bulgarian Army whereas Austrians led the Serbs. The Swiss supplied a large

number of mercenaries and Captain Bluntschli is one such soldier fighting on the

Serbian side. Such mercenaries had no feelings. At a crucial point Russia called

back her officers and Bulgaria was left to fend for herself. In spite of such

mishaps the Bulgarians were victorious in the Battle of Slivnitza in November

1885.

Characters and their brief introduction:

Raina Petkoff: Raina, the heroine of the play, is the only child of Major Petkoff

and Catherine Petkoff. She is a 'romantic' and had romantic notions of love and

war.

Catherine Petkoff: Catherine Petkoff, Raina's mother, is a middle - aged affected

woman, who wished to pass off as a Viennese lady. She is 'imperiously

energetic' and good-looking.

Major Petkoff: Major Petkoff has acquired his position in the army more because

of his wealth than his ability. In military strategy he takes help from Bluntschli,

but believes that he himself has made all the plans. However, he is a good father

and husband.

Sergius: Sergius is handsome, as a romantic hero ought to be, has a good position

in the army and is supposed to be brave. He supposedly in love with Raina, but

flirts with Louka.

Captain Bluntschli: Bluntschli is a Swiss professional soldier. He believes that it

is better to be armed with chocolates than with ammunitions on the battlefield.

In contrast to Sergius he is of middling stature and undistinguished appearance.

He is energetic and carries himself like a soldier.
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Nicola: Nicola is an old servant of the family. He displays a lot of discretion in

dealing with the members of the family as well as their guests. He is fond of

Louka, who disapproves of his servility.

Louka: Louka, a servant girl in the Petkoffs household, is proud and looks down

on servility, she is ambitious and wishes to rise up in life. Nicola wishes to marry

her but she has other plans.

2.2.2. Conflict: The major conflict in "Arms and the Man" is between opposing

beliefs and ideas.

Protagonist: Raina is the Protagonist. She has romantic notions about war and

love.

Antagonist: In a way, Bluntschli could be considered the antagonist. Since, he

presents a realistic picture of war. Louka is the other antagonist who makes

Raina and Sergius aware of the practical side of love.

Climax: Bluntschli's arrival with the coat is the climax. At that point the play

gets most complicated.

Outcome: The outcome is a happy one. Raina marries Bluntschli and Louka

secures Sergius. Overall, the main characters come down to the practical realities

of life.

2.2.3. Themes: The play has two major themes: War and Marriage. Romantic

illusion about war leads to disasters, in the same way romantic notions of love

and marriage lead to un-happy marriages. A minor theme is the relationship

between the upper and lower classes as represented by the Petkoffs and their two

servants Nicola and Louka. Shaw upheld social equality.
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Mood: Pleasant. The play was published together with the others in 'Plays

Pleasant'.

2.2.4. Plot: In a war between Bulgaria and Serbia, the Serbian soldiers are fleeing.

A Serbian soldier surprises Raina, the heroine, by entering into the bedroom for

shelter. The Serbian officer is a Swiss mercenary soldier fighting on the Serbian

side. His name is Captain Bluntschli. Raina Petkoff had been dreaming of her

fiance Sergius about how valiantly he had led the Bulgarians to victory.

Bluntschli is a soldier who prefers a supply of chocolates to bullets when he goes

to the front. He gives an account to Raina about the Bulgarian victory, which

according to him was a fluke as someone had forgotten to supply the Serbian

army with ammunition. Her romantic notion about soldiers receives a shock

when he tells her that he is afraid and unwilling to die. However, when the

pursuers enter the house, she manages to hide Bluntschli successfully. Only

Louka, the maidservant notices the pistol and knows that the fugitive is hiding in

the room.

Four months later after the war. Major Petkoff and Sergius get a warm

welcome from Mrs. Petkoff and Raina. The two men talk about a young Swiss

soldier officer who had impressed them with his practical approach to the

exchange of soldiers. Louka and Nicola discuss Raina's encounter with the Swiss

soldier and Nicola advises her not to talk about it. Sergius is attracted to Louka

and flirts with her when they are alone. The man has also heard stories about the

Swiss soldier's escape and how a young girl had given him shelter. They do not

know that the incident had taken place in Major Petkoff's own house. While the

two men retire to the library, Captain Bluntschli arrives to return the coat that

Catherine and Raina had lent him. The two women want him to go away and

pretend not to know him when Major Petkoff and Sergius greet him warmly.

The men persuade him to stay back for lunch.
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After lunch, Bluntschli helps Major Petkoff and Sergius to make

arrangements for the transport of troops. Major Petkoff asks for his coat and

Raina is apprehensive that he may discover the photograph, which she had put

in the pocket for her 'Chocolate Cream Soldier' and challenges Bluntschli to a duel

which Raina interrupts and expresses her real feelings for Bluntschli. Louka

succeeds in securing Sergius for herself and Major Petkoff and his wife give their

consent to Bluntschli to marry Raina.

Shaw develops an ironical contrast between the two central characters.

The play begins with an account of the glorious exploits of Major Sergius

Saranoff, a handsome young Bulgarian officer, in a daring cavalry raid, which

turns the war in favour of the Bulgarians over the Serbs. In contrast, Captain

Bluntschli, a professional soldier from Switzerland, acts like a coward. He climbs

up to the balcony to escape capture, he threatens a woman with a gun, and he

carries chocolates rather than cartridges because he claims that sweets are more

useful on the battlefield.

In Raina Petkoff's eyes, the young romantic idealist who has bought into

the stories of battlefield heroism, Saranoff is her ideal hero. However, as the play

proceeds, we learn more about this raid and that despite its success, it was a

suicidal gesture that should have failed. Eventually Saranoff is going to end up

dead if he continues to engage in such ridiculous heroics. Meanwhile, we realize

that Bluntschli has no misconceptions about the stupidity of war and that his

actions have kept him alive.

"Arms and the Man" was subtitled 'A Romantic Comedy' on its first

program, and "An Anti-Romantic Comedy in subsequent publications, evidently

because original audiences had tended to enjoy the fun and miss the serious

concerns. The play was particularly concerned with love and heroism. It was a

comedy whose point of departure was not Romantic Comedy, but Romantic

Drama, and particularly Military Melodrama". (Martin Meisel.l984:186).
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As is the case with many of George Bernard Shaw's plays, "Arms and the

Man', is a delightful comedy. The plot is rather straight forward, but does offer

some unique surprises. The setting is during the Balkan wars of the 1880's. Like

the area that surrounds modern-day Israel, the Balkans has always suffered from

a constant history of unrest and conflict. "Arms and the Man" is a satire that

exposes the romantic ideals that center on war, which are personified in

Bluntschli, a Swiss mercenary, and Sergius, a Bulgarian officer. Raina Petkoff

holds to an unrealistic view of war at first and must eventually decide between

her fianc£, Sergius and Bluntschli, who hides in her bedroom when he flees from

the front lines with the rest of the defeated Serbian army. The play has three acts

and is introduced by Shaw's philosophy of drama.

2.2.5. Act-wise summary of the play

Act-I: The scene is at Bulgaria. It is Raina Petkoff s bedroom; the heroine walks

on the balcony enjoying the beauty of nature. It is in the year 1885. It is a war

between the Bulgarians and Serbs. Major Petkoff, Raina's father and Major

Sergius, her fiance have gone to fight against the Serbs. A Swiss soldier,

Bluntschli, who was fighting with Serbian army escapes from the battlefield and

enters Raina's bedroom to save himself from the Bulgarian soldiers. Raina gives

him chocolates to eat because he was hungry and calls him "Chocolate Cream

Soldier". A Russian officer of the Bulgarian army searches the house for the

fugitive but he couldn't find him because the soldier hides behind the curtain.

Raina lets her mother Catherine know about the fugitive who is sleeping on her

bed. Next day the mother and the daughter send the Swiss soldier off, giving

him Major Petkoff s old coat. Raina secretly puts into the pocket of the coat, her

photograph writing on the back of it "Raina to her Chocolate Cream Soldier: a

Souvenir".

Act-ll: It starts with Major Petkoff, Raina's father and Major Sergius Saranoff,

Raina's betrothed, both of them return from the war. Here in the house we can

see the 'romantic love' between Sergius and Raina. Sergius calls Raina 'My
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Queen' and promises higher and eternal love for her; at her back he secretly

makes love with the maidservant, Louka. Later she tells him that Raina is in love

with a Swiss soldier where she has decided to marry if he comes back. Sergius

shows his anger. Bluntschli comes to return the coat. Petkoff welcomes the

guest. Major Sergius and Major Petkoff are glad at his arrival and ask him to stay

and seek help from him to send some regiments from one place to another.

Act- 111: All go into the library. Bluntschli at once understands that fodder is the

problem and draws a plan and solves it in a minute. Now Major Petkoff asks for

his old coat. Catherine tells him it is in the closet, Petkoff says that it is not there.

But suddenly Nicola, their servant brings the coat from the closet. He brings the

coat from Bluntschli's bag and says that he has brought it from the closet. In this

way Raina and Catherine are saved from an extremely embarrassing situation.

When left alone, Captain Bluntschli and Raina talk and she accuses him of

spreading the story of his stay for one night, she thinks she has been defamed.

She then asks him about putting the photograph in the pocket of that coat. He

says he was not aware of that photograph and did not see that till now. Then the

play goes further through telegrams and letters saying that Bluntschli has got

great wealth after the death of his father. Sergius meets Louka and knows that it

is Captain Bluntschli whom Raina is in love with and Sergius promises to Louka

that he would marry her. Raina cleverly removes the photograph from her

father's pocket. As the marriage talk goes on, Raina's parents objects the

marriage, as they don't know his position completely. After proving that he is a

rich man and after reading out the letter he received which says that he owns a

huge property, they are ready for the marriage. Bluntschli marries Raina and

Sergius gets married to Louka. But even though the play ends on a happy note,

Shaw calls the play an-Anti romantic comedy.

To understand the play 'Arms and the Man', its motives and

representation, the following analysis by 'Scholes Robert' is useful in many

ways. "Satire and Romance, rather than dramatizing the dominant patterns of
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human experience, embody the essential qualities and potentialities of human

nature. Romance bears witness to what humanity can be at its best, Satire to

what it can be at its worst. Romance offers us an idealized vision of human

potentiality, Satire a spectacle of inferior human conduct. Satire and romance are

intended ultimately to produce clear-cut images of good or evil, virtue or vice,

wisdom or folly; and those images may be embodied most vividly in characters

that are boldly outlined rather than finely detailed. Such qualities may also be

highlighted through contrast. Thus, the plots of satire and romance often bring

together characters from both extremes, using their interactions to create

emphatic contrasts. In defining the emphasis of any play, we can ask ourselves

whether the dramatist has focused on the beautiful or the ugly, on the orderly or

the chaotic, on what is best or on what is worst in the world. A play that

emphasizes the beautiful and the orderly tends toward an idealized vision of the

world, which is the mode we call 'romance'. A play focusing on the ugly and

chaotic tends toward a debased view of the world, and this we call 'satire'. Both

these emphasis depend for their effect upon extreme views of human nature and

existence. In contrast to these extreme conditions of romance and satire, another

pair of dramatic process takes place in a world neither so beautiful as that of

romance nor so ugly as that of Satire-in a world more nearly like our own.

Rather, than focusing on essential qualities in the world. In comedy the principal

characters ordinarily begin in a state of opposition either to one another or to

their world-often both. Satiric drama always expresses a critical attitude toward

a particular aspect of human conduct and affairs. The satire may focus on

morality, society, politics, or some other dimension of human nature and culture.

Our first purpose in reading a satiric play should thus be to identify the focus of

its criticism, as we can do by examining the characters themselves to see what

particular types of behavior predominate among them. Once we have identified

the dominant vices of the characters, we should explore the consequences of their

behaviour, and we can do so by examining the incidents of the plot". (Scholes

Robert.1982: 690-91).
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ROMANCE SATIRE

(Beauty) (Ugliness)

'The social pretensions of the characters are shown to make them

incapable of loving one another or feeling genuine affection for one another.

Thus in each case the plot is designed to dramatize not only the vice but also its

moral or social implications. Satiric plots incorporate discovery scenes as well,

and the discoveries of satire inevitably bring about the public exposure of the

principal characters. These characters, by representing the virtuous potentiality

of human nature, not only highlight the ugliness of surrounding them in the

satiric world but also remind us in the end that humanity is not-and need not be

depraved. In other words, satire offers us an intensified but not completely

negative view of human imperfection" (ibid. 1982:685).

2.3. According to the convenience of the study some of the satirical sentences and

phrases are identified and classified under various headings like War, Love,

Society and General. Again these things have been sub-categorized with

examples like heroism, soldiering, battle, romance, kissing, passionate,

admiration, desire, scolding, prejudice, marriage, status, prestige, pride and

manners. All these things are discussed in detail in this chapter.

2.3.1. War: "The play has two major themes: one is war, the other is marriage.

These themes are inter woven, for Shaw believed that while war is evil and

stupid, marriage desirable and good, both had become wrapped in romantic

illusions which led to disastrous wars and also to unhappy marriages. The

romantic view of war (Shaw held) is based on the idealistic notion that men fight

because they are heroes and that the soldier who takes the biggest risks wins the

greatest glory and is the greatest hero" (Ward, A.C.1954: 85). In general people

think about heroism in terms of doing great deeds like, fighting battles, bravery

and winning in wars. This idea has been exposed by Shaw in the following

examples and satirizes their notions about war.
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War is to be fought when absolutely necessary, but there should be no

glorification of war. War is a brutal affair and one should not sing songs and

praise the war. Shaw is against the horrors of war and its cruelty. This can be

seen in ''Arms and the Man", where he highlights the horrible death of some

soldiers burnt alive in a Woodhouse.

In 'The Art and Mind of Shaw: Essays in criticism' Gibbs states that "The

two principal and related subjects of satire in the play are: the glorification of

war, and the so-called Higher love which is supposed both to stimulated by it.

One dramatic form to which the work is related is the military adventure play, a

form, which has a long history in England, going back to the love and Honor

drama of the 17th century". (Gibbs, A.M.1983:8).

Heroism: In medieval tales there are accounts of tournaments; the competitions

between knights for military glory. People compete with their opponents with

great vigor and valor to show their skill. Killing, winning, bravery are the only

things to be there in military code and warfare.

Eg.l: -The Man: Yes; but when the sergeant ran up as white as sheet...And there

was Don Quixote flourishing like a drum major, thinking had done the cleverest

thing ever known, where as he ought to be court martialled for it. Of all the fools

ever let loose on a field of battle, the man must be the very maddest. He and his

regiment simply committed suicide; only the pistol missed fire that's all. P.14-15.
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Explanations: Raina asks Bluntschli about the leader of the cavalry charge in the

battle. Raina knew that the leader was Sergius, she was under the impression that

he is the bravest man. But Bluntschli calls him a coward and a fool and he

describes his behavior in the battlefield. His action in attacking the Serbian army

was a foolish act and more or less looked like the action of Don Quixote while

attacking the windmills. In The Spanish novelist, Cervantes's Von Quixote', the

hero, Don Quixote goes out in search of adventure. He thought that he had done

something very brave and fine, but it was a criminal act, and a military court

should try him out for the crime. This man is the greatest fool of all those who

had gone for war. He acted like a man out of senses. It was as if he and his

regiment wanted to commit suicide. This is a fine example of dramatic irony.

The audience and the readers know that the leader was Sergius, the betrothed of

Raina. But Bluntschli doesn't know it and speaks disparagingly about him. We

are told of the heroic cavalry charge of Sergius and Raina is in raptures. But very

soon Bluntschli focuses the searchlight of reason on war and soldiering. He

makes Raina realize that Sergius, cavalry charge was in reality a rash and foolish

act.

Some expressions like 'cleverest thing ever known', 'court martial led for it'

were missing in the translation. Where as 'Don- Quixote' has been translated as

Irony of situation has been missing here, the possible translation

could be: which is very

important element of satire. Where the readers won't be able to understand the

foolish thing ever done in words 'Cleverest thing ever known,' which was done by

Sergius. 'Court martial led for it' (not translated): gives the

impression of his deed in the battlefield that how stupid he had behaved there.

Here the translator had done free translation, the translator might have thought

that these expressions are not so important.
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Soldiering: Soldiers, mean people who are involved in the military of any

particular nation. Soldiers are brave and strong. They will have patriotic feelings

and they should fight for their own country's reputation. This is the notion we

all have on soldiers; here we can see how Shaw had treated them.

Eg.l: - The Man: Nine soldiers out of ten are born fools. P.9.

Belief of the people at that time was that all soldiers are and should be

brave and great. It comes out by Raina saying a cavalry charge, etc,. Here the

translator made it very effectively. We can see how Raina is shocked when the

man insults the soldiers, where as she is fascinated about war. One more

possibility of translation is even though it serves the purpose of

translation.

Eg.2:- The Man: Well, I don't intend to get killed if I can help it. Do you

understand that?. P.7.

Here 'if I can help it' has not translated, it can be as: even

though it serves the purpose. Here, her idea of Soldiering, which was heroic, has

been vanished when the man says that escape is the best policy in war. Raina is

under the impression that soldiers should be brave and they should not even

think of escaping from the war. Of course the translation was effective and apt

with up to the mark sentences, but on the whole the chain of events where Shaw

intentionally laughs at, was missed by the translator. Here we can see Raina's

imagination about soldiers have been brought into normal level by Bluntschli's

reasoning about life. It can be done as
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Eg.3:- Sergius: I am no longer a soldier. Soldiering, my dear madam is the

coward's art of attacking mercilessly when you are strong, and keeping out of

harms way when you are weak. That is the whole secret of successful fighting.

P.30.

Tr.

He is disgusted and resigns for the job, because he has won a splendid

victory, but he is not promoted because he has not followed the principles of war.

He explains to Catherine why he resigned from the job; he tells that the

profession of a soldier is a profession for a coward and not for a man like him.

According to the rules of the warfare, a soldier should not risk the lives of his

regiment in fighting with the enemy. He should attack the enemy when they

were weak. Here in this way Shaw satirizes the romantic notions of glory of war,

and the heroism of soldiers. War may become a necessity sometimes, even

though it should not be glorified. Soldiers are not heroes but ordinary people.

The way in which victory can be gained, over the enemy into a position, which is

most advantageous and disadvantageous to the soldiers.

Heroic: At that time people had a high opinion about soldiers and they had

some specific ideas about hero's and their deeds when they went to war.

Eg.l: - The Man: (with grim good humour) All of them, dear lady, all of them,

believe me. It is our duty to live as long as we can. Now if you raise an alarm—

P.7.
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Raina has romantic ideas of war and thinks that a soldier should die in the

battlefield fighting bravely. She ironically states that he is one of the cowardly

soldiers who is afraid to die. Bluntschli replies that all soldiers are afraid to die,

nobody wants to get killed, he further says that it is the duty of a soldier to live as

long as he can. Here "with grim good humour' has not been translated, where it is

useful as an expression, which has some other meaning where we can see the

sarcastic laughter of 'the man' when he generalizes the nature of soldiers when

they are in the battle field. Like that of an impression, which is intentional.

Here we can see the over translation.

Unnecessary explanations are made here, such as:

Battle: Here even he went to the extent of ridiculing her idea about soldiers by

his escape from the battle field as a soldier in particular and generalises with all

the soldiers.

Eg.l: - Catherine: - Such news! There has been a battle.

Raina: - Ah (her eyes dilating).

Catherine: - A Cavalry charge! Think of that! He defied our Russian

Commanders-acted without orders-lead a charge on his own responsibility-

headed it himself-was the first man to sweep through their guns. Can't you see

it, Raina: our gallant splendid Bulgarians, with their swords and eyes flashing,

thundering down like an avalanche and scattering the wretched Serbs and their

dandified Austrian officers like Chaff. And you! You kept Sergius waiting a year

before you would be betrothed to him. Oh, if you have a drop of Bulgarian blood

in your veins, you will worship him when he comes back. P.2-3.
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Here in the above speech Catherine comes to inform Raina that her

betrothed Sergius has won the battle of Slivnitza, fought between the Serbs and

the Bulgarians in 1885. Sergius is a hero of his regiment and won the battle with

his performance. Enthusiastically she tells about the cavalry attack on the Serbs.

He was the first man to attack the army without caring about the danger. In

order to convey the message to Raina, she compares the Bulgarian horsemen to a

mass of snow and ice rushing down a mountainside and carrying all before it.

The Serbs have Austrian officers who are proud and conceited but they too,

could do nothing to stop him. Sergius's cavalry charge is regarded both by

Catherine and Raina as a heroic act. This is dramatic irony, this notion of battle is

scattered when Bluntschli talks about that act of Sergius as a foolish act in the

later part.

Eg.2: - The Man: - ..I never felt so.sick in my life; though I've been in one or two

very tight places. And I hadnt even a revolver cartridge: only chocolates. Wed no

bayonets: nothing... P.14.

Raina's ideals of the heroism of soldiers had crumbled down when she asks

Bluntschli about not having bullets in the battlefield. Here, Raina gets a shock

when he says that he doesn't have cartridges when he goes to the battle field by

saying that he had chocolates, from here onwards the entire Romantic notions of

War and Soldiering of Raina starts to crumble down. Here the irony of speech

'sick' and 'very tight places' are very much contradictory, when he was in tight
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places (middle of the battle) he was not supposed to be sick. The translator has

mentioned about chocolates and bayonets. In the above sentences only we can

understand ridiculing the war place. He can do that as:

Prejudice: On several occasions in this play Sergius's individuality and his

nature can be seen in the words he speaks, his arrogant behaviour and poses he

gives, as a soldier he was proud of his position in the military.

Eg.l: - Sergius: I never apologise. P. 63.

This is over translation, possible translation could be:

Eg.2; - Sergius: nothing binds me. P. 71.

This is wrong translation. It can be translated as , The

expression 'nothing binds me' is not translated properly. The translated version

gives the meaning that he has changed his mind, which is useful in the later part

of the play.

Eg.3: - Sergius: 1 never with draw. P.29.

Here one last expression was not translated, where as it can be translated it as:

Sergius says he was a man of hard determination, but he withdraws in the

last part of the play, when he challenges Bluntschli for a fight and Louka says

that 'he had beaten you in love and lie will defeat you in the battle too'. Sergius's poses
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are ridiculed here. In this way Shaw has emphasized the truth about soldiers

and the wars they fight.

Summary: The action evolves out of the background of war and deals with men

in arms. The play opens with a tale of heroism and military alarms. Shaw shows

that the glory of war and the heroism of soldiers are mere illusions. War is a

ridiculous and horrible act. Life is more important than soldiering to death

under the title of patriotism. It is for this reason Bluntschli runs away from the

battlefield. The hero of Slivnitza appears in a comic light; the absurdity of his

heroics is exposed and ridiculed. At last Bluntschli helps Raina to understand the

reality about romantic illusions of war and her love towards Sergius. And

through him her romantic ideals of war are demolished.

2.3.2. Love: As mentioned earlier, that this play is a Satire about the wrong

notions of war and love. Raina is a romantic girl who, at the opening of the play

stands at the balcony admiring the beauty of the night looking at the stars.

Sergius is her lover and is supposed to marry her soon. On Sergius' return from

the war after four months we get a scene of higher love in-between them, In the

course of the play, we can see the heroic ideals of Raina gradually crumbling

down and falling to pieces.

Romance: Bernard Shaw gives instructions to producer of the drama Arms and

the Man as: " If the audience thinks it is being asked to laugh at human nature, it

will not laugh. If it thinks it is being made to laugh at insincere romantic

conventions, which are an insult to human nature, it will laugh very heartily.

The fate of the play depends wholly on the clearness of this distinction". (Quoted

from Gibbs, A. M.1983: 69).

Eg.l: - Catherine: - (indignantly) Our ideas real! What do you mean?
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Raina: - Our ideas of what Sergius would do, our patriotism. Our heroic ideals. I

some times used to doubt whether they were anything but dreams. Oh, what

faithless little Creatures girls are! When 1 buckled on Sergius's sword he looked

so noble: it was treason to think of disillusion or humiliation or failure. And yet-

and yet-(s/w? sits down again suddenly) promise me youll never tell him. P.3.

Sometimes she thought that in reality Sergius would not be able to live up

to her idea of his heroism in the battlefield. She thinks that all her ideas about

his bravery are unreal and they were like a dream. Now she realized that it is the

nature of the girls to doubt others. When Sergius was going to the war, she had

tied his sword to his belt, and her part to think that all her ideas about his

heroism would prove false. But now she realizes that she was wrong; Sergius has

proved his bravery and heroism by his cavalry charge. This is very much an

instance of dramatic irony. Raina realizes about her idea of Sergius's heroism is

baseless. Bluntschli makes her understand that Sergius is not a hero but a fool.

He doesn't know that Raina is betrothed with Sergius.

Eg.2: - Raina: {placing her hands on the shoulders as she looks up at him with

admirations and worship). My hero! My King!. P.33.

This not translated, it can be translated as:

Tr.

Eg.3: - Sergius: My queen! (he kisses her on the/ore head) P.33.

This is not translated, it can be translated as:



There is nothing of realism in it. It is all acting and posing. They search

for the divine in each other. As a matter of fact, their love is not real love. It is

based on unreality. Just we can see the way he praises her lover by kissing on

her forehead, later he kisses the maidservant and marries her. We can see the

wrong notion of love over here. Without love in the heart, he poses as her

(Raina) lover, and flirts with the other girl (Louka).

Passionate: In the name of love, lovers praise each other after a long gap

between them. They exchange their feeling on one another. This can be seen in

the following example.

Eg.l: - Raina: And you have never been absent from my thoughts for a moment.

P.33.

This is not translated, it can be translated as:

When they call each other 'King' and 'Queen'. Raina says that he has

never been absent from her thoughts. Their love is pure love, that love is

contrasted with the ordinary physical attraction. When she thinks of him, she

fells that she can never think of a wicked thought. This is an exaggerated

statement about love and affection. We can understand the irony of it, where as

we are aware that the girl is in love with Bluntschli. The statement looks

ridiculous from the reader's point of view.

Admiration:

Eg.l: - Sergius: I think we two have found the higher love. P.33.

This is not translated it can be translated as:

Tr.
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By this time the readers will know that she is in love with the Swiss

soldier, we can see the de bunking of the ideas of love and higher love in terms of

the contrasting idea of a normal love. This is an exaggerated statement about

love, whereas in the later part of the play Shaw ridicules their idea of love and

romance through their actions, which change their positions.

Eg.2: - Sergius: My lady and my Saint! (He clasps her reverently) P.33.

This is not translated, it can be as:

Here we can see Sergius is bluffing that she is the only person whom he

loves forever. Whereas in reality that's not his real intention. It is important to

translate it as satire because the idea of exchange of love will vanish between

Raina and Sergius in the later parts of the play.

Eg3: - Raina: (returning his embrace) My lord and my - P.33.

This is not translated. But it can be translated as:

We can see the extremes of sharing love and affection; this has been

shifted to some other person in the later part of the play. It is very important to

translate it when we talk about satire, because the idea of exchange of love will

vanish between them in the later parts of the play, when Sergius holds Louka and

is making love with her behind the bushes.

Eg.4:- Raina: I trust you. 1 love you. You will never disappoint me, Sergius.

(Louka is heard singing within the house. They quickly release each other). P.33.

This is not translated. But can be as:



Desire:

Eg.l: - Sergius: Be quick. If you are away five minutes. It will seem five hours.

(Raina thus ). P.33.

The translation is not so effective; here he can translate it as:

We can see the exaggeration in this statement, which is not true from both

the sides. One of the satiric qualities is exaggeration; as soon as she turns her

back Sergius starts romancing with the maidservant, Louka.

Eg.2: - Sergius:- Louka: do you know what the higher love is?. P.34.

This is exact translation and it is effective. Here the sense has been

translated well. In the earlier speeches Sergius talks about love and higher love

with Raina, here in this speech we can see his false pretension about love when

he questions about love to Louka, here the folly of a man has been brought out.

Here in the above sentences the translation is acceptable, but the appraisal of

each other about love has not been translated. Without talking about that it is

impossible to draw the attention about ridiculing the characters and their

intentions.

Romance:

Eg.l: - Sergius: (letting go her hand and slipping his arm dexterously round her waist)

do you consider my figure handsome, louka? P.34.

50
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This is not translated; the possible translation could be as:

Tr.

We can see the complexity of the character, many-sided faces of Sergius is

revealed through his deeds. His complex personality has been shaped out of

opposites, and hence the apparent contradiction in his conduct. This sentence

was not translated; the translator might have thought that this information is

unnecessary; G.B. Shaw wants to project the idea of ridiculing the romantic

notions of love in these words. When we talk about satirizing the character

through the intentions where another wants to ridicule; that sense has to be taken

care in the translation. In the last expression 'handsome', he says to Louka,

whereas in the earlier example (speeches) between Raina and Sergius, his

behaviour looks ridiculous.

Scolding: Though they pretend to be in love, in real life there is some

misunderstanding. Shaw satirically pointed out this type of marriage life.

Eg.l: - Louka: then stand back where we cant be seen. Have you no common

sense? P.34.

Here, her mentality of betrayal and hiding intelligently can be seen. She too likes

to flirt with him. Regarding translation 'Common Sense' means It

has been wrongly translated as: it reveals her acceptance for

whatever he wants to do to her and her intelligence by saying that lets hide, at

this point of time also she knows that Raina and Sergius is going to get married,

here both of their follies can be seen.

Eg.2: -Sergius: (Again putting his arm round her). You are provoking little witch,

louka. If you were in love with me, would you spy out of windows on me?. P.35.



The character's nature has been highlighted here, whereas Louka is a

servant and Sergius is engaged with Raina, at that time society will not accept the

flirting with servants and marrying them

Eg.3: - Sergnis: Devil! Devil!. P.35.

Louka: Ha ! ha! I expect one of the six of you is very like me, sir, though 1 am

only Miss Raina's maid. (She goes back to her work at the table, taking no further notice

of him). P.35.

This is not translated. The translator might have thought it is unnecessary

information or he might not have seen the play as a satire on the romantic

notions of love and war. It can be translated as:

Here when he calls her as Devil, she sarcastically says that one among the

six of you is also like me (Devil). She mentions that he has some other forms of

behavior; we can see her insulting him indirectly. We can see his inconsistency by

calling Louka like that. This expression in tone is harsh and the usage is an

insult, he calls her that because she rejects to tell him whom Raina is in love with

other than him (Sergius).

Here, through his usage of language we can understand his behaviour

with women. The expression 'little witch' has not been translated. It can be

translated as:
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Eg.4: - Sergius: (Speaking to him self) which of the six is the real man? That's the

question that torments me. One of them is a hero, another of buffoon, another a

humbug, another perhaps a bit of a black guard. (He pauses, and looks furtively at

louka as he adds, with deep bitterness) and one, at least, is a coward: Jealous, like all

cowards. (He goes to the table). Louka. P.35.

This is not translated, possible translation could be:

The words are spoken by Sergius himself, he tries to understand his own

self. He has six faces, opposite and self-contradictory, that is why he behaves

differently at different occasions. Some times he behaves like a hero, some times

like a buffoon, a hypocrite and a scoundrel. Sergius flirts with Louka who

provokes him. When she insults Raina and comments about their higher love, he

tries to understand his self. Here we can see the mockery of his character by

himself, whereas he degrades his other shades of man inside him, he insults

himself and left with a dilemma as to which one is the real Sergius. Here, Louka's

speech is witty and Sergius's is little bit humorous. Even though she talks about

six Sergius' he gives explanation for the remaining five impressions, which were

comical, any of the shade of Sergius is not manly and gentle. This complete

soliloquy is not translated.

Eg5: - Sergius: Damnation! how dare you?. P.36.

Here we can see Sergius getting angry from the tone of his speech with

Louka, the translation is not apt. In the translation it means 'you have done a great
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thing'. Source language version does not mean that. We can see the scorn words

of Sergius where he intentionally insults Louka by scolding her. It can be

translated as:

Relationship and Marriage: Relationships should be pure and marriage is

bondage between two persons. The idea of valuable relationships are vanished

here, we can see that in the characters speeches. Even though after betrothal they

are ready to break that bondage and act according to their instincts. As A. C.

Ward, states " The realities of love and marriage became one of the most

frequent themes in Shaw's plays throughout the remainder of his long life. Shaw

thought of marriage as a means of satisfying the personal desires of individual

men and women, nor as a means of strengthening family ties, but as the means of

bringing to birth a new and better generation. Though no one can predict with

certainty the consequences of any marriage, Shaw never swerved from the

conviction that marriage is a solemn contract, not a frivolous domestic excursion.

In "Arms and the Man" he often, elsewhere he laughed at this and other

solemnities". (1954:88).

Egl: - Louka: (Retreating) oh, 1 mean no harm: youve no right to take up my

words like that. The mistress knows all about it. And I tell you that if that

gentleman even comes here again, Miss Raina will marry him, whether he likes it

or not. I know the difference between the sort of manner you and she put on

before one another and the real manner. P.36.
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Here, Louka says sarcastically about the behaviour of Raina and Sergius

when she mentions the manner of their behaviour with each other and what they

really are, it's a satire on their behavior and manners. The ironic expression in

this sentence is translated well. In this paragraph we can see that the translator

has translated sentence by sentence. Louka knows about the flattering of their

love and mentions here in an ironical way about their real nature and what they

exactly doing, even though it is transcreation into the TL, the sense and purpose

has well been transformed. Whereas, irony means that the literal expression is

quite opposite to the figurative expression. We can see the oppositeness in their

behavior and in their words they expressed about love and higher love.

Eg2: - Raina: (with cool impertinence), oh, I know sergius is your pet. I sometimes

wish you could marry him instead of me. You would just suit him you would pet

him, and spoil him, and mother him to perfection. P.39.

When Catherine warns Raina about the cancellation of the engagement

with Sergius, if at all he comes to know about the stay of the Swiss soldier in her

bedroom. Raina replies to her mother indifferently and in an insulting manner.

She even says that it is her mother who likes him, not herself. She wishes that

Catherine should marry Sergius instead of her. She is more suited to a man like

Sergius, so she would treat him affectionately and take care of him like a pet

animal. Raina's words reveal her character as well as her state of mind. In the

above speech Raina's state of mind and heart are revealed through her words to

her mother. We can see the author ridicule the hollowness of romantic love, her

mentality and her approach towards marriage; her mother has also been insulted

and defamed. Regarding the translation, so many expressions in the SL were

missing. It serves as humorous in the source language (SL) but that effect is not
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carried out in target language (TL). This is over translation; the translator has

inserted so many unnecessary expressions. Where as it can be translated as:

Summary: As we know that Raina is betrothed to Sergius in a way of a 'Byronic

hero', who has gone to war like knights of the Middle Ages. On his return home,

we get the above scenes of higher romantic love with Raina calling him 'hero',

'king', and his (Sergius) addressing her as 'Queen 'and 'Saint'. Through Bluntschli

she realized the facts about Sergius' real heroism in the battlefield and the false

pretensions of love towards each other when Louka mentions about their wrong

assumptions on each other regarding respect of love and marriage towards the

end.

2.3.3. Society

In any society people feel proud and rich because of money, gold etc,. In

this play the idea of richness has been depicted in a humorous way. Whereas

nowadays nobody cares for riches by having small, simple and lesser valuable

things, prestige and social status has been ridiculed by cutting them down from

their normal level. Social snobbery too comes within the lash of Shaw. The

Petkoffs are proud of their social status, where we may not be proud of such

things. Shaw has satirized such false notions of superiority, and tried to curb

them by laughing at them. Here we can see the situations farcical and humorous.

Humour grows 'satiric' when there is moral indignation and a desire to reform

and correct. We can group them under various headings like Status, Prestige,

Pride and Manners.

"On the doctoral front, he (G.B. Shaw) was perhaps of all the leading

Fabians, the most determined to carry British Socialism beyond its reliance on
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liberal principles, especially those relating to the cause of national self-

determination. His importance with that cause was evident in several contexts,

for example in the ridicule he heaped on the cultural pretensions of the backward

Bulgarians" in "Arms and the Man". (Gareth. Griffith.l993:65).

Status:

Egl: - Catherine: you are barbarian at heart still, paul, 1 hope you behaved

yourself before all those Russian officers. P. 26.

This is not translated it can be translated as:

Here we can see Catherine deflating Pctkoff about his behaviour, where as

he has been treated below the normal level by his own wife.

Eg2:- Petkoff: I did my best. 1 took care to tell them know that we have a

library. P.26.

This is not translated; the possible translation could be as:

Here we can see the indirect mentioning of richness or class. Catherine is

under the impression that such things would bring some reputation in the

society. Shaw laughs at the Bulgarian people's nature of richness. Laughing with

others is humour and laughing at them grows satirical. Here Petkoff also

behaves like a hypocrite, hypocrisy can be seen in the mentioning indirectly

about having a library, which means prestige for them.
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Prestige:

Egl: - Catherine: Ah, but you did not tell them that we have an electric bell in it?

1 have had one put up. P.26.

Eg3: - Catherine: you touch a button something tinkles in the kitchen? And them

Nicola comes in. P.26.

Not translated. It can be translated as:

Here, her description of electric bell is humorous, indirectly her prestige of

richness is exposed here, later her idea has been ridiculed about civilized people's

behavior.

Pride:

Eg.l: - Petkoff: why not shout for him?. P.26.

Not translated. It can be translated as:

Eg2: - Petkoff: What's an electric bell?. P.26.

Not translated. But it can be translated as:

This is humorous because Catherine feels having an electric bell is one of

the status symbol for her, where as the readers would understand her intention

about false prestige.

Not translated, possible translation could be:



Eg.2: - Catherine: Civilized people never shout for their servants. Ive learnt that

while you were away. P.26.

Not translated. It can be translated as:

Tr.

Cultured people and their habits are being laughed at here, she says that

at this age, she has learned that when her husband is away just for four months

in a war, the readers are aware of her age, which is ridicule about their hypocrisy.

Manners:

Eg.l: - Petkoff: well, I'll tell you something Ive learnt too civilized people don't

hang out their washing to dry where visitors can see it; so you better have at that

{indicating the clothes on the bushes) put somewhere else.

Catherine: Oh, that's absurd, Paul; I don't believe really refined people notice such

things. P. 27.

These dialogues are satirical on the backwardness of Bulgaria and such

other countries. Catherine tells the major that in his absence she has installed an

electric bell in the house. Catherine explains to him that the device is for calling

servants. Such passages gave an offence to the Bulgarians at that time. Here,

Petkoff pretends to be civilized when he says about drying the clothes, where as

he doesn't know what an electric bell is, here simple things don't mean
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This is not translated; the possible translation could be as:
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civilization. Shaw deflates their narrow mentality about manners. All this

conversation has not been translated into the TL. Despite all their social pride

nowadays nobody feels proud of having electric bells and manners of hiding the

washed clothes etc., at that time of the composition GBS ridicules at the Bulgarian

peoples mentality. The translator might have thought that these simple things

are unnecessary to translate.

Eg: - Bluntschli: ...(To Louka) Gracious young lady, the best wished of a good

Republican! (He kisses her Jiand, to Rnina's great disgust, and retimes to Jiis seat). P.71.

This is not translated; the possible translation could be as:

Tr.

Here the sudden expression of Bluntschli, which was created by Shaw can

be seen where women are not liberated. Here we can see the maidservant

coming out of the conservative society and finds freedom in her thought. The

depiction of classless society is seen over here, if at all we know that Shaw is a

socialist, where as Shaw saw the society where women are not liberated. As

much a creature of day as Louka, and Louka does actually move up and becomes

a lady. Here we can understand George Bernard Shaw's Fabian ideology.

Eg:- Louka: I have done Raina no harm. P.71.

Not translated. The possible translation could be as:

Here we can see the folly of Louka as a person, she knows that Raina is

going to marry Sergius, still she flirts with Sergius and neglects Nicola. Whom,

she promises to marry but rejects just because he is a servant.



All the examples are not translated. Here G.B. Shaw looks like a socialist.

He expects change in the society slowly. He didn't see any class difference

between people. He wants to show that Louka rises from the level of

maidservant to the aristocratic class by marrying Sergius and behaves like a

liberator by saying 7 have a right to call her by name'. The translator might have

missed this understanding of Shaw's expectations or he might have felt that these

things are unnecessary to translate.

Summary: Raina takes the plain Bluntschli as her husband, whose common sense

and six hotels in Switzerland will give her stability and comfort. The last part of

the play is mostly light hearted fun, though amidst all the fun there are several

shrewd hits at some sorts of social snobbery: the snobbery of the Petkoff's who

think themselves better than their neighbours because they have a library and an

electric bell. Shaw also believed that it is mean and foolish to act as though the

possession of wealth, or any other material advantage, is a sign of personal

superiority. People might not any longer think it is impressive to have an electric

bell in the house.

2.3.4. General

Eg.l: - Catherine: Oh, my usual sore throats; that's all. P.26.

Eg:- Louka: I have right to call her Raina; she calls me Louka... P.71.
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Not translated. It can be translated as:
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Eg.2: - Petkoff: (with conviction) That comes from washing your neck every day.

Ive often told you so. P.26.

No translation. It can be translated as:

Eg.3: - Catherine: Nonsense, Paul, P.26.

No translation. It can be translated as:

Eg.4: - Petkoff: (over his coffee and cigarete) I don't believe in going too far with

these modern customs. All this washing cant be good for the health: its not

natural. There was an Englishman at Philippopolis who used to wet himself all

over with cold water every morning when he got up. Disgusting! It all comes

from the English: their climate makes them so dirty that they have to be

perpetually washing themselves. Look at my father. He never had a bath in his

life; and he lived to be ninety-eight. The healthiest man in Bulgaria. 1 dont mind a

good wash once a week to keep up my position but once a day is carrying the

thing to a ridiculous extreme. P. 26.

This is not translated; the possible translation could be as:

When he enquires about the health of Catherine, she says that she is

suffering from a throat problem. Major Petkoff reminds her habit of taking bath

every day is not good for health. He says that it all came from the English
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mannerisms of taking bath every day (daily), which became a bad habit of

Bulgarians. He gives an example of his father not taking bath for years, and he's

the healthiest man at Bulgaria, this looks ridiculous about the nature of

Bulgarians backwardness. Here Shaw has represented the Bulgarians as

uncivilized and dirty. Such type of passages gave great offence to the Bulgarians.

Here we can see Shaw laughing and ridiculing at the customs and nature of the

Bulgarian people. If we accept the fact that ridiculing is a form of Satire the above

passage is to be considered as Satire, we don't have the translation of it in TL.

He might have had the problem with translating Philippopolis and Englishman and

washing will be ridiculous for discussion. Possible translation could be as

suggested above.

Eg.5:- Sergius: - (releasing her in despair) Damnation! Oh, damnation! mockery!

mockery everywhere! everything I think is mocked by everything I do. (He

strikes himself frantically on the breast). Coward! Liar! Fool! Shall 1 kill myself

like a man, or live and pretend to laugh at myself?. P.61.

This passage is no doubt a Satire, where Sergius' deeds are being laughed

at by Louka's speech and he insults himself. We get the impression of Sergius's

heroic deeds in the first act of speeches given by Raina. Here he behaves in a

different way. This has not been translated into the TL. It could be translated as:

Eg.6: - Sergius: (cynically) Raina: Our romance is shattered. Life's a farce. P.64.

Not translated. It can be translated as:
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Here, farce means laughter arising in a situation. But farce is one among so

many forms of Satire. Sometimes satirist behaves like a cynic. A cynic is a person

who is not satisfied with the people whom he lives with. He says Romance is

shattered, he is responsible for the collapse of their romance also and further he

says life becomes laughter.

Eg.7: - Catherine: (loftily Polite) I doubt, Sir, Whether you quite realize either my

daughter's position or that of major Sergius Saranoff, whose place you propose to

take. The Petkoffs and the Saranoffs are known as the richest and most important

families in the country. Our position is almost historical: we can go back for

twenty years. P.73.

This is not translated. The possible translation can be as:

Already the reader or spectator, if it is a staged, is aware of their

impression about status by mentioning the library and electric bell and she says

about the family history where we are aware of Petkoffs father not taking bath

for 98 years and Catherine mentioning about status, which is a false prestige, the

idea of prestige has been ridiculed here by comparing them with the petty things.

Summary: At the end of the play when Captain Bluntschli is ready to marry

Raina, her parents objects for the marriage as he doesn't have any higher position

and riches to provide a comfortable life to her daughter. In order to prove that he

is a rich man he reads out his letters, which shows that he is a rich man with

good property. In this process Bluntschli's interaction about riches by comparing

with tablespoons, forks, and tablecloths and horses and their carriages is comic,

where as Shaw ridicules the idea of richness where the Bulgarians, especially in

the characters of Shaw's composition is revealed. Thus the last part is funny and
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ends up in a note of Sergius's comments, which is satiric: 'What a man. Is he a

man/ Thinking that he is like a machine for his work.

It is not only the characters and sentiments in "Arms and the Man" that

have puzzled people. "Shaw's choice of setting has, if anything, been even more

completely misunderstood. Shaw had no real knowledge of and no real interest

in, and modern critics have generally followed him in looking on Shaw's

Bulgaria as a kind of light-operatic prevision of Granstark and Ruritania". (Louis

Compton & George Allen, 1971:16).

But those Bulgarian students who rioted in Vienna during the

performance of the play, though no more sophisticated than the Irish audiences

who regarded Synge's 'Play boy of the Western World' as a slur on the national

honour, were nevertheless nearer the mark. Shaw admitted that he had worked

out the basic idea of the play before he picked his war and country, but he has

testified to his later concern for authentic detail. Indeed, Shaw's picture of

Bulgarian realities does not differ markedly from 'Edward Dicey's' analysis in

'The Peasant State', a study published in 1894. Which likens the level of

Bulgarian culture, quite un-romantically, to that of western Illinois in the same

period, (ibid. 1971:16).

But we will not understand Shaw's play unless we grasp the fact that his

programme heading, "Bulgaria, 1885", was charged with very strong and definite

emotional overtones for English audiences. Nor were these the connotations of a

romantic fairyland. First, the English mind had been inflamed by Gladstone's

evangelical, anti-Mohammedan account of Turkish atrocities in his 'Bulgarian

Horrors' of 1879. Gladstone's preoccupation of the electorate with 'the eastern

question7 in the early eighties, Shaw deprecated strongly as distracting attention

from pressing social problems at home. Secondly, the Serbo- Bulgarian war of

1885 had been highly gratifying to English popular sentiment. King Milan of

Serbia, jealous of Bulgaria's recent acquisition of Turkish territory, had
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peremptorily invaded the country, and been roundly beaten by Prince Alexander

at Slivnitza just two weeks later. On this account it served morally a whole

satisfactory war, with the aggressor punished and the underdog nation

triumphant. Audiences in 1894 must have been as much surprised by Shaw's

Satire as audiences of today, if the Ethiopians had beaten Mussolini in 1935 and

some one had then written a play making fun of the Ethiopians.

2.4. Translation Procedures followed by the translator:

The translator neglects so many, satirical phrases and sentences. We are

discussing the procedures followed by the translator for the parts where he has

translated.

1. Over Translation.

2. Under Translation.

3. Wrong Translation.

4. Addition.

5. Deletion.

Related to mention above what translation procedures followed by the

translator in translating the satirical dialogues related to the above topics. The

translations of such satirical dialogues are evaluated and the procedures are

viewed under the following topics. Over Translation, Under Translation, Wrong

Translation, Addition and Deletion. Though the translator uses such procedures

for effective translation, there are quite few lapses in their translation. The major

lapses are:

2.4.1. Over Translation: Some times the translator gives extra explanation or

details in the translation than required. Sometimes it may lead to divert the

attention or do injustice to the author. He doesn't add any points, he elaborates

some points unnecessarily.



Here in this case also we can observe the extra information given in the

target language. Actually he can do it as c3£o a)£ryx&i° JS&r'&ea <*9(3rtc5(3o. In one

way it is interpreted either way round.

2.4.2. Under Translation: This is not deletion, for the translator is not giving the

complete sense. Sometimes the translator fails to bring the same effect of the

original text in their translations. By such act some important point or the stress

is lost. The translator sometimes dilutes the main point and fails to convey the

intention of the original author in his translation.

The main reasons for such under translations are:

• The translator's failure to understand the real intention of the original

author.

67

The main reasons for the over translation are:

• Translator's failure to understand the real intention of the original

text/author.

• He thinks that unless the extra information is not given, T.L readers can't

understand. So he emphasizes the idea.

• Translator's under estimation of the T.L reader's knowledge.

Eg.l: - The Man: Nine soldiers out of ten are born fools. P.9.

As we have discussed under the heading over translation; the translator

thought that extra information is necessary to get the effect in the Translation,

so that the target language readers can understand or to emphasize the idea in

the S. L.

Ee.2: - Sereins: I never apologise. P.63.
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• Translator's incapability or inability to reproduce the same effect in the

translation.

• Ambiguity in the original text.

• Translators over estimation about the T.L readers etc,.

Eg.l: - Sergius: - If you are away five minutes, it will seem five hours, p.33.

Eg.2: - The Man:.. Don Quixote.. .p. 14.

It has some other sense in Literature. Which needs an explanation

discussed earlier. It clearly shows the ambiguity in the source text.

2.4.3. Wrong Translation: Unable to grasp the intention of the original author,

some times translator translates without understanding the text or meaning.

Some times translator translates them wrongly with a different sense, such

procedure here used as wrong translation.

The main reasons for such wrong translations are:

• Ignorance.

• Absence of notions in the T.L.

• Confusion of the original text.

• Out of negligence.

As we have discussed under the heading under translation, the translator

is unable to reproduce the same effect in the translation. This can be translated

as:
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Eg.l: - The Man: ..born fools . P.9.

2.4.4. Addition: In general, addition means adding something extra to the

already existing matter. Some times in the translations, additions are made to the

original matter for the following reasons.

The main reasons for the addition in translations are:

• To make the reader understand the subject matter or the concept very

clearly.

• To remove the ambiguity that prevailed in the original text.

This can be translated as: ^ApSS6 36£<^. The translated version gives the

meaning 'block head'. This clearly states the translator might have failed to

understand the real intention of the original author.

The exact translation could be: siofteS sr>&&x>. The S.T doesn't mean 'world

knowledge'. This can be differentiated with 'commonsense'. Here we can see the

ignorance of the translator.

Eg.3:- Sergius: Nothing binds me. P.71.

This is not what exactly the source language means. One of the possible

translation could be:

Eg.2: - Louka: - .. .no common sense?, p 34.

Eg.4: - Sergius: Damnation! How dare you?_. p.36

This is wrong translation, the possible translation could be:
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• To give more emphasis to the statement or to a point.

• To make clear the concept or a new idea, etc,

• One of the reasons may be lack of talent to say in brief.

Eg.l:-Ratua: (with cool impertinence), oh, I know Sergius is your pet. I

sometimes wish you could marry him instead of me. You would just suit him,

you would pet him, and spoil him, and mother him to perfection. P.39.

The translator has added extra information, even though the S.T message

is not conveyed in the translation. As we have mentioned about the procedure

under the heading, addition it is to be assumed that the translator is not talented

to say it in brief.

Eg.2: - The Man: (until grim good humour) All of them, believe me. It is our duty to

live as long as we can. Now if you raise an alarm —. P.7.

In the original 'believe me' has translated as:

He wants to give more emphasis to the statement, so that the

target language readers can understand it.

2.4.5. Deletion or Omission: Deletion means leaving out or removing one or a

few words or points or sentences from the original text.

The main reasons for this deletion are:

• To avoid the unnecessary and irrelevant matter to T.L readers.

• To avoid the well-known facts.
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Eg.4: - The Man: I never felt so sick in my life; though Ive been in one or two very

tight places nothing, p.14.

This is also deleted in the translation. This can be translated as:

This is nothing but translator's ignorance about translating satire.

%.5: - Sergius: I never with draw. P.29

This is also neglected. The possible translation could be:

• The translator's ignorance, negligence or inability.

• To avoid repetition.

The deletion observed in the 'Arms and the Man'. In this play, deletions are

observed in 31 places.

Eg.l: - The Man: well, 1 don't intended to get killed if I can help it. Do you

understand that?, p.7.

The possible translation could be as:

translators' negligence in not translating this.

We can see the

Eg.l: - The Man: (with grim good humour) all of them.. .an alarm. P.7.

This can be translated as:

Eg.3: - The Man: ..Cleverest thing ever known.. .court martiallcd for it.. .p.14 .

All these expressions are deleted in the translation. The possible translation

could be as:
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Eg.6: - Raina: (placing her hands on the shoulders as she looks up at him with

admirations and worship). My hero! My king!, .p. 33

This is not translated. It could be translated as:

Eg.7:- Serxius: My queen! (He kisses her on the fore head), .p. 33

This is also deleted. The possible translation could be:

Eg.8: - Raina: And you have never been absent from my thoughts for a moment.

p.33.

This is also deleted it can be translated as:

^.9: - Sergius: I think we two have found the higher love, p. 33.

This is also deleted. The possible translation could be:

Eg.10: Sergius: My lady and my saint ( he clasps her reverently).p. 33.

This is deleted, the possible translation could be:

Eg.ll:-Raina: (returning to his embrace) My lord and my p.33.

This is also deleted. This could be translated as:

Eg.ll: -Raina: I trust you. I love you. You will never disappoint me, Sergius

(louka is heard singing within the house. They quickly release each other). p.33.

This is also deleted it can be translated as:
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Eg.13: Sergius: (letting go her hand and slipping his arm dexterously round her waist)

do you consider my figure handsome, louka?.p. 34.

This is also deleted. It could be translated as:

Eg.14: -Louka: ..then stand back where we cant be seen... p. 34.

This can be translated as:

%.15; -Sergius: (Again putting his arm around her). You are provoking little witch,

Louka. If you were in love with me, would you spy out of windows on me?.

P.35.

Eg.16: -Sergius: Devil! Devil!. P.35.

This can be translated as:

Eg.17: -Louka: Ha! Ha! I expect one of the six of you is very like me sir, though I

am only Miss Rainas maid, (she goes back to her work at the table, taking no further

notice of him). P.35.

This is deleted in the translation. Possible translation could be:

In the above expression some parts are deleted. Those parts can be translated as:
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%.18: -Sergius: (speaking to himself) which of the six is the real man? That's the

question that torments me. One of them is a hero, another of buffoon, another a

humbug, another perhaps a bit of a black guard, (He pauses, and looks furtively

at louka as he adds, with deep bitterness) and one, at least is a coward: jealous,

like all cowards. (He goes to the table). Louka. P.35.

This is completely deleted; the possible translation could be as:

The reason for deleting this passage could be, the translator might have thought

that it is unnecessary.

Eg.19: -Catherine: You are barbarian at heart still, paul, 1 hope you behaved

yourself before all those Russian officers. P.26.

This is deleted in translation, this could be translated as:

The reason for deleting this passage could be, the translator might have thought

that it is unnecessary.

Eg.20: -Petkoff: 1 did my best. I took care to tell them know that we have a

library. P.26.

This is also neglected in translating. It can be translated as:



The reason for deleting these sentences could be, the translator might have

thought that they are irrelevant.

Eg.22: -Catherine: You touch a button something tinkles in the kitchen? And

then Nicola comes in. p.26.

This is not translated. It can be translated as:

The reason for deleting this sentence might be the translator might have thought

it is unnecessary.

Eg.23: -Petkoff: why not shout for him?

Catherine: Civilized people never shout for their servants, lve learnt that while

you were away. P.26.

This is not translated. It can be translated as:

The reason for deleting this sentence might be the translator might have thought

it is unnecessary.

Eg.21: -Catherine: Ah, but you did not tell them that we have an electric bell in it?

I have had one put up. P.26.

Petkoff: Whats an electric bell?. P.26.

This is also neglected. The possible translation could be:

The reason for deleting this passage could be, the translator might have thought

that it is unnecessary.

75
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Eg.24:-Petkoff: Well 111 tell you something Ive learnt too , civilized people don't

hand out their washing to dry where visitors can see it; so you better have at that

(indicating the clothes on the bushes) put some where else. P.27. |

The translator might have thought these are unnecessary for discussion.

The reason for deleting this sentence might be the translator might have thought

it is unnecessary.

Eg.25: -Louka: I have done Raina no harm. P.71.

This is also neglected. The possible translation could be:

Eg.26: -Louka: I have right to call her Raina; she calls me louka. P.71.

The translator might have thought it is unnecessary.

Eg.27: -Catherine: Oh, my usual sore throats; that's all.

Petkoff: (with conviction) that comes from washing your neck every day. Ive often

told you so.

Catherine: Nonsense, Paul. P.26.

This is also neglected. The possible translation could be:
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Eg.28: -Petkoff: (over Jiis coffee and cigarette) 1 don't believe in going too far with

these modern customs. All this washing cant be good for the health: its not

natural. There was an English man at philippopolis who used to meet him all

over with cold water every morning when he got up. Disgusting! It all comes

from the English: their climate makes them so dirty that they have to be

perpetually washing themselves. Look at my father, he never had a bath in his

life; and he lived to be ninety-eight. The healthiest man in Bulgaria. 1 don't mind

a good wash once a week to keep up my position but once a day is carrying the

thing to a ridiculous extreme. P.26.

The complete paragraph is not translated. It can be translated as:

The reason for deleting this paragraph might be the translators' inability or

negligence.

Eg.30: -Sergius: (cynically) Raina: Our romance is shattered. Life's a farce, p. 64.

The reason for deleting this paragraph might be the translators' inability or

negligence.

Eg.29: -Sergius: (releasing her in despair) Damnation! Oh damnation! Mockery!

Mockery everywhere! Everything 1 think is mocked by everything 1 do. (He

strikes frantically on the breast). Coward! Liar! Fool! Shall 1 kill myself? p.61.

The complete paragraph is not translated. It can be translated as:
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The translator might have thought these are unnecessary for discussion.

Eg.31: -Catherine: (loftily polite) I doubt Sir, whether you quite realize either my

daughter's position or that of Major Sergius Saranoff, whose place you propose

to take. The Petkoffs and the Saranoffs are known as the richest and most

important families in the country. Our position is almost historical: we can go

back for twenty years, p.73.

The complete passage is not translated. It can be translated as:

The translator might have thought these are unnecessary for discussion.

This is also deleted it can be translated as:



CHAPTER. HI

Satire in Kanyasulkam and its translation:

An Evaluation

3.0. In the previous chapter we have evaluated the Telugu translation of an

English play by George Bernard Shaw's 'Anns and the Man' and analysed the use

of Satire in the work and other translation procedures. Here an attempt is made

to see whether the problem and procedure of translation of satire from Telugu to

English are same or not. For that purpose the Telugu play 'Kanyasulkam' of

Gurajada Venkata Appa Rao Pantulu, and its English translation are taken for the

study. The use of Satire and the translation procedures are discussed in this

chapter.

Satire is not a new concept in Telugu literature. Satirical elements like

Vyangyam, Chatuvulu, Prahasanams and Adhikshepam can be seen in various

literary forms of Telugu Literature.

1. Vyangyam: - Its main feature is sarcasm.

Ex. Tikkana's poems.

2. Chatuvulu: - Its main feature is ridiculing.

Ex. Poems of Tenali Ramakrishna and Srinadha.

3. Prahasanam: - Its intention is social reform.

Ex. Writings of Kandukuri Veeresalingam Pantulu, Chilakamarthi

Lakshmi Narasimham.
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, (Dwa. Na. Sastry. 1998: 678-679).

4. Adhikshepam; - It teaches moral and ethics through humorous and serious

criticism. It is also found mainly in 'Satakas'. For ex: Chaudappa Satakam,

Kukkateswara Satakam and some of Vemana's Sataka's.

(Nalini/S.S. 1999:6).



81

(Nagaiah, G. 1996:571).

Even the poets in 11th, 13th, 14th C. A.D the first poet Trio (Nannayya,

Tikkana, Yerrapragada) used it effectively in "Andhra Mahabharatham".

Among the Telugu poets, Nannayya used the words 'Akslwpn' and

'Adhikshepa' in 'Aranyaparvam', Pradhamaswam. Lines: 228. (1970:338).

Tikkana used the sense of 'Vyangya' for 'Nndhikshepinhi' in 'Sanjaya

Rayabharam', 'Virata ShantiparvanV, Dwithiyaaswam. Lines: 84. (1972:109).

Yerranna used the word 'Adhikshepam' in 'Ani AdhiksJiepinchinn

Gauthamundu' in 'Aranyaparvam', Chathurdhankam. Lines: 200. (1970:464).

English - Sanskrit Dictionary defines 'Adhi-kshepa' as: an abuse, contempt

or dismissal.. Discourse or poem in which wickedness is satirized. (Monier

Williams.l982:709),

Telugu - English Dictionary defined 'ndhi-kshepintsu ' as: to blame, to

frighten, and to threaten...'Adhiksliepamu' as an act of blaming or finding fault

with. (Charles Philip Brown.l979:461).

3.0.1. Some satires in Modern Telugu literature: In Telugu, satire has been a

useful and sometimes a powerful weapon in the hands of poets to bring to light

the social evils or to settle personal scores. Poets who adopted the 'Sataka' mode

of writing used it effectively, especially Vemana. Veeresalingam used satires to
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castigate individual lapses or social evils. Anantapantula Ramalinga Swami's

'Suklapaksham' was intended to mock at 'Bhava Kavitn', particularly Krishna

Sastry's 'Krishna Paksham'- Sri Sri is also a master craftsman in the art of Satire.

Pervaram Jagannadham's 'Vrishabha Pumnam' and 'Garuda Puranam' contain

poems satiric in tone. The poem 'Vrishabha Puranam' is mock-heroic. Many poets

occasionally use irony though they do not write regular satires. (Mandeswara

Rao. V. 1996:70).

Parody imitates the work of a writer with a view to highlight his manner

in style and applies it to a commonplace subject. Jalasutram Rukmininatha Sastri

(jarukh Sastry) is a master of parody. He targeted 'difficult' poets such as

Viswanatha Satyanarayana. (Ibid. 1996: 70).

Gurazada Apparao Pantulu (1862-1915) was a contemporary of Gidugu

Ramamurthy and Kandukuri Veeresalingam Pantulu. Me was a votary of the

spoken Telugu like Gidugu, and Kandukuri, who pleaded for social reform. His

play, 'Kanyasulkam' was written to castigate the evils of child marriage and to

encourage widow re-marriages. The dramatist wanted to prove that spoken

Telugu could be an excellent medium for drama and with a kind of vengeance he

mixed English words freely with Telugu with telling effect.

In the history of Telugu drama, Panuganti Lakshmi Narasimha Rao (1895-

1940) deserves special note. His writings covered almost every branch of

literature except poetry. He developed a satirically humorous style of writing,

aimed principally at evildoers in society. Of his dramas, 'Paduka Pattabhishekam'

and 'Radhakrishna' with puranic themes and 'Kanthabharanam' and

'Vriddhavivaaharri, social plays have literary merit and have become popular on

the stage.
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Bernard Shaw (1856-1950) wrote 'Widower's Houses', a drama written with

the theme of women in slum landlords. It was staged on December 9th' 1892. The

same year on August 13th,'Kanyasulkam' was staged.

In a letter written to his friend Vangolu Munisubrahmanyam, which is

also published in The Hindu Dt. 27-2-1936, Gurajada writes: " I paint life,

artistically idealizing, of course. Though art is my master, 1 have a duty to

society. Therefore, one question the reader may ask, 'Have 1 made vice

attractive'? I hope not. In the first edition Madhuravani was colourless iniquity.

Now she is fully drawn. I am myself fascinated with Madhuravani. So 1 reform

her in the last act. Now you cannot quarrel. The book has gained an

unobtrusive, but strong moral purpose. You will find that I do not at all trifle

with life. I take it quite seriously, a very difficult matter in a book that bubbles

with laughter". (Quoted from P.S.R. Appa Rao, 1999:215).

Dr. OR. Reddy says about the play: "Among social satires, perhaps, the

first place should be given to a splendid drama by my late lamented friend, Mr.

Apparao, known as 'Kanyasulkam'. '1 do not think a finer social satire has been

written. It was well worth reading. You must watch the manner in which he

exposes all the hypocrisy and hollowness of our life, the manner in which he

contrasts the professional Vedantism or the high moral precepts with the low

conduct, which so often underlies action, both social and individual. (But) no

mortal company would be able to stage it either. The fact is, a good many of our

dramas are what the European critics would call 'study dramas'". (Quoted from

Ban.go.rey. 1969:37-38).

While appreciating Kanyasulkam, Dr. C.R. Reddy says "Still with all its

defects of technique for which the Madras University, which in the true manner

and style of pundits does not tolerate modern productions, is to be blamed...

Kanyasulkam remains a masterpiece in the difficult realm of satire. It is aglow

with life and humanity. Its men and women move about with all the graces and
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kindness, oddities, cruelties, and chicaneries, sanctities and hypocrisies of real life

- a life in which nature and custom, reason and tradition, sentiment and

superstition are in miserable conflict." (ibid. 1969:162)

Gurazada Venkata Appa Rao, acknowledged as a pioneer of modernism in

Telugu Literature. His erudition in English classics, spent most of his life in the

service of the Vijayanagaram rulers. He wrote most of his Telugu works in the

spoken Telugu form. His prose play ' Kanyasulkam', written in the

Visakhapatnam dialect, still remains popular. His 'Mutyala Saraalu (strings of

pearls) and 'Neelagiri Paainlu (songs of Neelagiri) set a new vogue in Telugu

poetry.

3.0.2. Complete Works of Gurajada Appa Rao Pantulu:

Born on Septrmber 21st, 1862.

1. 1882 'Kukku', an English poem.

2. 1883 'Sarangadhara' an English poem.

3. 1892 'Kanyasulkam' first edition, August 13th, staged.

4. 1906'Kondubhattiyam'.

5. 1907 'Neelagiri paatalu'.

6. 1909 'Kanyasulkam' second edition.

7. 1910 'Mutyalasaramulu', 'Kasulu'.

8. 1911 'Bilhaniyam', 'Lavana Rajula Kala'.

9. 1912'Kanyaka'.

10.1913'Subhadra'.

11.1914 'Dinchu langaru'.

12.1915 'Langarettumu'.

He died in the year 1915 on the 30th of November.

3.0.3 Kanyasulkam as a social satire: It may be stated that Appa Rao's play

was an artistic expression of the positive and negative aspects of the reform

movements and its impact upon individual men and women.
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The drama of outstanding merit is 'Kanyasulkam' (1892), a social play by

Gurazada Appa Rao of Vizianagaram. It was revised and enlarged in 1909 by the

author himself. The author was a brilliant scholar in English with a liberal

outlook. He kept himself abreast with his times. In the introduction to his

drama, he says T wrote to advance the cause of social reform and to combat a

popular prejudice that the Telugu language (by which he meant the spoken dialect)

was unsuited to the stage. A life in which nature and customs, reason and

tradition, sentiment and superstition are in miserable conflict, the characters in

the drama were drawn from the realities of life. The author had in his mind some

of his contemporaries whose traits of character helped him portray the main

characters of his drama'.

A social play intended to advance the cause of social reform or correct the

social evils of the age may be popular for a period, but it is unlikely to interest the

future generations that do not suffer from such evils nor face such problems.

Such were the other social dramas in Telugu-either contemporaneous with, or a

little earlier or later than 'Kanyasulkam' such as 'Manorama' (1895) by Achanta

Sankhyayana Sarma and 'Sagarika' (1897) by Valluri Barirazu and several farces

like Trahasanams' (1895-1900) by Viresalingam. All these intended to combat the

social evils of the age and to advance education among women. They have faded

out of the memory of the present generation because the problems referred to in

them are out of date. But the case of'Kanyasulkam' is different. The bride's price,

as is indicated in the title of the drama is no longer in vogue, and it has been

replaced by the bridegroom's price. And yet, 'Kanyasulkam' is not stale. There

are a good, may be other features of society, which still persist, and the creation

of immortal characters like Girisam, Venkatesam, Karataka Sastri and Madhuravani

invest the play with halo or permanence.

In every drama there will be protagonists and antagonists. Both of them

try to put forward and implement their respective views and there will be a

conflict between them. We have some characters that support the institution of
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bride price (like Agnihotravadhanlu, Lubdhavadhanlu and Ramappantulu).

There are some characters that reject it. (Like, Karataka Sastry, Venkamma and

Madhuravani). In this play is Girisam protagonist or antagonist? He's neither of

these.

3.0.4. Act-wise summary of the play

Act I:

Scenel: - It takes place in a village called 'Bonkula Dibba' near Vijayanagaram, in

North Eastern part of Andhra Pradesh. We can see introduction of some

characters and their nature and the jobs they do. The lead character Girisam is an

English educated man, who wants to reform the society from its evil practices.

His life is full of debts; he used to live in the house of Putakoolamma, a widow.

He wants to go to Venkatesam's native place as his teacher to train him in

English education. Through his speeches, in this scene, we can understand the

nature of the character, Girisam. He comments about the traditional practices,

which have strong roots in the society. In the meantime he wants to visit

Madhuravani's house.

Scene!: - Here, Ramappantulu was introduced. The encounter between Girisam,

Ramappantulu and Madhuravani gives a comic effect when Pootakoolamma

comes in search of Girisam for taking some money from her and she beats

Ramappantulu with the broom stick while the two hide under Madhuravani's

cot.

Act II

Scene 1: - It takes place at Krishnarayapuram in Agnihotravadhanlu's house.

Here we come across some of the characters: Karataka Sastrulu and his student,

Venkamma, Agnihotravadhanlu's wife. Meenakshi and Subbi, their eldest and

younger daughters. Meenakshi is a widow. In this scene we know about some

evil practices at that time, like objection to widow re-marriages, selling girls and

hatred towards English education. Some of the speeches are humourous,
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Venkamma's zeal for English and Karatakasastry's sarcastic statements about

bride price etc,.

Scene-2: - In the Temple garden. Here we can see Karatakasastry's student

showing the usefulness of English education and aversion towards the traditional

way of byhearting the Vedas and the themes are useless as stated in the Telugu

books. Here some of the ironical situations can be thought of by Karatakasastry,

who wants to save his sister's younger daughter, Subbi from marrying Girisam's

cousin Lubdhavadhanlu. He gets the idea of changing his student to a bride and

plans to arrange for the marriage.

Scene-3: - In front of Agnihotravadhanlu's house. Girisam and Venkatesam are

present. Here, we can see the characters encountering each other at the time of

dinner. They talk about English education, Girisam's political strategies like

gaining name and fame under the name of social reform by supporting child

marriages and widow re-marriages. We can see how people roaming around the

courts to get law suits etc,. In this scene he recites a poem on "The Widow" to

Venkatesam.

Act III

Scene 1: - Here we can understand Madhuravani's talent in settling some of the

disputes. It takes place in Ramachandrapuram at Ramappantulu's house. We

can understand that the property of Agnihotravadhanlu is under dispute and his

mentality in manipulation of palmistry and documents. She enquires about

Lubdhavadhanlu's marriage with Subbi. She brings Ramappantulu under the

impression that she is innocent about the world affairs and her lack of

intelligence in dealing with some trivial things.

Scene 2: - In the bedchamber of Ramappantulu. The first part of this scene takes

place between the student and Madhuravani. Karatakasastri is also present here.

Karatakasastry requests Madhuravani about his niece and seeks help to save her
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from the marriage with Lubdhavadhanlu. He shows his student dressed in

woman's clothes and requests Ramappantulu that he wants to sell the girl for

marriage to clear his heavy debts. He compliments Madhuravani about her

behaviour. Madhuravani gives an idea to Karataka sastry about the plan to get

the man (dressed as woman) married. In the last part of the scene, Madhuravani

pours ink on the head of Ramappantulu and leaves the place, as if she was

jealous of him when he holds the palm of the girl to read the lines.

Scene: 3: - This takes place in Agnihotravadhanlu's house. The conversation is

between Girisam, Venkatesam, and Agnihotravadhanlu. After looking at

Butchamma, a young widow he was shocked about her beauty and in a soliloquy

he compares Butchamma with Madhuravani. He praises Butchamma as a pure

diamond and Madhuravani as a useless stone. He tries to convey his attraction

towards Butchamma by telling some stories to Venkatesam about the important

creation in the world. The scene is humourous when Venkatesam says Clwgodis

and Cows are important in this creation. He convinces Agnihotravadhanlu about

training his son in judicial matters also.

Scene: 4: - The place is the backyard of Agnihotravadhanlu's house. It takes place

between Butchamma, Girisam, Venkatesam and Agnihotravadhanlu. Here,

Butchamma enquires about Girisam and his greatness. Butchamma asks Girisam

why he didn't marry a widow. Girisam makes them live in the wonderland.

Girisam scolds Venkatesam about climbing the guava tree. He reads a poem

about Butchamma's beauty.

Act IV

Scenel: - The persons in this scene are Ramappantulu, Madhuravani,

Lubdhavadhanlu, sishya and Karatakasastry are present. Madhuravani teases

Ramappantulu when he reads the letter written by Girisam to Lubdhavadhanlu.

She laughs because Ramappantulu was compared with donkey and camel in that

letter.



89

Scene 2: - It takes place at Lubdhavadhanlu's house. They discuss the marriage.

This takes place without Ramappantulu. Siddhanti and Pantulu (purohit)

discuss about the delay of the marriage.

Scene 3: - This scene takes place at the backyard of Lubdhavadhanlu's house

between Meenakshi, Karatakasastry and Siddhanti (Atchannamama). Meenakshi

promises to Karatakasastry that she would take care of the girl. About the

marriage, Siddhanti scolds Lubdhavadhanlu for being late, where Ramappantulu

is against Siddhanti.

Scene 4: - It takes place at Lubdhavadhanlu's house. Sishya (bride), pujari

Gavariah, Kondibhattu, Ramappantulu, Siddhanti and rest of the Brahmins are

seated. The marriage takes place in Ramappantulu's absence. People complain

that the festival is not graceful without his presence. He comes to know about

Madhuravani not singing in the marriage even when everybody requested her.

He feels jealous about Madhuravani talking to the head constable. He enquires

about their conversation. He asks Kondibhotlu to spy on her when he knocks the

door. Madhuravani kisses Kondibhotlu for his help in not revealing the truth

about the constable.

Scene 5: - In Krishnarayapuram Agraharam at Agnihotravadhanlu's house.

Girisam, Venkatesam and Butchamma are there. Girisam talks about God's

creation of dependence and independent. Girisam talks about eloping with

Butchamma. He praises her beauty and says it is his fate if she would not marry

him. He lies to Butchamma about the life and pleasures (comforts) he provides if

at all she marries him, like providing horses, yards, servants etc,.

ActV

Scene 1: - This scene is in the bedroom of Lubdhavadhanlu. Meenakshi and sishya

are present here. Lubdhavadhanlu had a bad dream, he dreamt that the earlier

husband of his wife come to murder him. He asks Meenakshi to call the poojari
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Gavaraiah to catch the ghosts. Still he is under the impression that Meenakshi

has killed the bride. He was very scared of the ghosts.

Scene 2: - When everybody is playing cards, sishya comes and gives the jewellery

(necklace) to Madhuravani, when Karatakasastry enquires about the necklace.

Madhuravani does not allow Ramappantulu into the house until he brings the

necklace. She sends him out, where as we know that the necklace is with her.

Scene 3: - It is in front of Lubdhavadhanlu's house. Ramappantulu, Meenakshi

and Gavaraiah are present here. This scene is humourous when the poojnri

Gavariah says that he had caught the two devils and kept them in a bottle. With

her ignorance and innocence says that the two devils are kept in a bottle, and

they may breed devil kids. She expresses her surprise.

Scene 4: - This scene is at Ramachandrapuram Agraharam behind the arrack

shop. This is about witchcraft and the mentalities of people. The characters in

this scene are Bairagi, Yogini, Munasab, Sominaidu, Saatani Manavallaya,

Jangam veeresam, shopkeeper, Ramdas, havaldar Atchanna, head,

Ramappantulu. Bairagi's character is understood here, he has the power of

travelling with the speed of air and he can make gold from sand, etc,. He can talk

to the spirits also. Ramappantulu requests the head constable to help him in

finding the necklace. As he knows the complete scene, he objects to everything

and finally accepts to go to Lubdhavadhanlu's house along with the shopkeeper

and Bairagi.

Scene 5: - At the footsteps of the temple. The characters are: Head, Ramappantulu

and Asirigadu. Asirigadu complains to the Head constable that Ramappantulu

went to that old man's house and fixed with Meenakshi, He even complains

about Madhuravani that she is bad just because Ramappantulu is not visiting this

place, where as he is not getting money. He says that if anyone goes to her, she
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would beat him or her. He already knows about the head. Ramappantulu greets

him for telling the truth.

Scene 6: - The scene is near Lubdhavadhanlu's house. Ramappantulu, Meenakshi,

Asirigadu, Lubdhavadhanlu, Madhuravani, Sishyudu are the characters. In this

scene, Ramappantulu promises to marry Meenakshi. She comes with him when

Lubdhavadhanlu sends them out. When Madhuravani rejects to open the door,

he tells Meenakshi not to trouble him and he would marry her secretly.

Act VI

Scene 1: - It takes place in Ramachandrapuram between Ramappantulu and

Agnihotravadhanlu, they discuss about the marriage of Lubdhavadhanlu.

Ramappantulu informs about Lubdhavadhanlu's marriage, which took place ten

days ago. He got irritated and wants to beat Lubdhavadhanlu; sishya sings a sad

song and is willing to show him the way towards Lubdhavadhanlu's house.

Scene 2: - Near the pond. It takes place between Venkamma, Agnihotravadhanlu

and Ramappantulu. Venkatesam informs them that Girisam has eloped with his

eldest daughter.

Scene 3: - At Visakhapatnam, Madhuravani's house. As he was without money,

Ramappantulu takes Agnihotravadhanlu to Madhuravani for money. Naidu is

present and busy with dealing the court affairs.

Scene 4; - Near Lubdhavadhanlu's home. Ramappantulu insists him about the

case. Whereas, Saujanya Rao wants to rescue Lubdhavadhanlu.

Scene5: - A place at Vishakapatnam, Karataka Sastry and Sishya enters. This

scene is humourous when Madhuravani threatens Sishya about the necklace.
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Scene 6: - This act is at Madhuravani's house. Karatakasastry and sishyn are also

there. They converse about the problem, which they are going to face when

Madhuravani tells that constable is in search of them. Here in this scene, they

converse about Saujanya Rao and his dignity. She advises Karatakasastry not to

spoil the sishya.

Scene7: - This scene takes place in Saujanya Rao's house. Saujanya Rao advises

Agnihotravadhanlu to think about the happiness of his daughter. He does not

listen to what he says. He gets angry at Butchamma's eloping.

Act VII:

Scene 1: - This scene is between Bairagi, Sudras, Shopkeeper and Head constable.

Bairagi promises the Head that he would show where the girl went. He promises

him that he would show the whereabouts in the anjanam.

Scene 2: - This scene is between Deputy Collector, Bhima Rao, Ramapapanntulu,

Agnihotravadhanlu, Naidu and others. They curse each other about the case,

with which they had problems in the court about the properties etc., the lawyers

are very much corrupted.

Scene 3: - Saujanya Rao and Polisetti. Saujanya Rao asks him to give the verdict

in the court, then the case is closed and Lubdhavadhanlu is saved. Here Polisetti

rejects to give the verdict.

Scene 4: - This scene is set in the streets; Agnihotravadhanlu and Naidu are in a

conversation. Naidu advises him to withdraw the case. Naidu promises that

there would be no forgery case against him.

Scene 5: - In the house of Lubdhavadhanlu. The persons involved in this scene:

Girisam, head, shopkeeper, Asirigadu, Pujari Gavariah. Girisam asks

Lubdhavadhanlu about the case. Saujanya Rao helps Lubdhavadhanlu in that
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matter. Whereas, they converse between themselves about the pros and cons of

the case. Girisam talks against superstitions.

Scene 6: - In Saujanya Rao Pantulu's house. The characters are Girisam, Saujanya

Rao and Madhuravani (in male dress). Girisam talks to Saujanya Rao about

marriage with Butchamma. Here he says that their's is a purely love marriage

and not a widow marriage. In between their conversation Madhuravani enters

and talks to Saujanya Rao about the proof of the case, so that Lubdhavadhanlu

can be saved. Girisam says that he is the Napoleon of the anti-nautch.

Madhuravani reveals that she knows Girisam since a longtime. The scene ends

with the mentioning of virtues in Bhagavadgita.

3.0.5. Society at that period: There were at that time many social evils which

had to be eradicated, such as early marriages, marriages of very old men with

very young girls, bride price, the prostitution of dancing girls, corruption among

officials, drinking, beliefs in ghosts, superstition and witchcraft - all of which

hindered the growth of a healthy, cultured society. Gurajada Appa Rao

endeavored to combat these social evils through his writings.

As we know that the play ''Kam/asulkam' is a humourous play because of

the local dialect (spoken), the characters' speeches, the narration, and the themes.

Gurajada wanted to project this under the mask of humour. Of course, there is

much criticism about Gurajada regarding the way the play was composed; there

is much appraisal also because of his intention of social reform. Gurajada laughs

at the characters' gradual growth and fall, which is morally disgusting. And the

themes also reflect particular society and the traditional beliefs of a particular

group of people, which comes to them because of the traditional methods of

education and neglecting the wide range of understanding the things with

reason, which he strongly believes of accepting what is good in every system of

education. This idea can be seen in some child characters and one lead character,
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who exaggerate certain things which have strong roots in the society through his

education, i.e. English.

Based on such themes he intentionally satirizes the society that existed in a

particular period and time (late eighteenth and beginning of nineteenth century),

related to particular group of people. The presentation is humorous; at the same

time he makes us realize the consequences of the follies and vices, which a

situation makes us understand, what we call Indirect Satire.

'Kanyasulkam' has become a great play even though it was composed a

hundred years back. Some dialogues became as famous as Vemana's poems.

Even though, the themes and story belong to a particular region and about a

particular group of people, still it has its flavour and is enjoyed till now. As

stated by Nidadavolu Venkatarao - "'Kanyasulkam' is not only a drama. "It

testimonies Telugu peoples Literary, Political and Social background".

Kanyasulkam has so much significance in Telugu Literature. It deals with

so many topics, the topics which need reform because of their innocence, like

corruption, language reform, selling girls, bride price, widow remarriages,

nautch question, greedy people, etc,. All most all these topics are dealt with

humorous effect.

3.0.6. Social and Religious Reform : The second half of the nineteenth century

was marked by a strong wave of reforming activities in religion and society.

There was a general recognition of the existing evils and abuses in society and

religion. But, as usual, the reforming zeal followed diverse channels. Some were

lured by the western ideas to follow an extreme radical policy, and this naturally

provoked a reaction, which sought to strengthen the forces of orthodoxy. We

shall, therefore, confine ourselves merely to a review of the chief movements. It

would be convenient to study them under two heads. First, the movements

resulting in the establishment of a group or order outside the pale of Orthodox
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Hindu society, and secondly general changes in the belief, customs and practices

of the Hindus as a whole.

3.1. Translation of Kanyasulkam: An evaluation: In the text 'KanyasulkanV ail

satirical phrases have been identified and dealt with under various headings viz,

Education, Child Marriages, Bride Price, Widow re-marriages, Prostitution,

Corruption, Superstition, Customs & Traditions and some general satires have

been discussed. They are:

Before going to the details of the text in terms of where and how the satire

lies in the play kanyasulkam, it is necessary to give the details of why and in

which way this play is considered, as satire can be understood in terms of certain

parameters to identify a play as satire. One of the parametere is quoting a line or

the actual words from a distinguished satirist, the author gives a hint and makes

it plain without a direct statement informing the readers that he is writing a

satire. Here are some clues of this kind in Kanyasulkam. The opening speech of

the main character, Girisam's soliloquy of English version:

Can love be con troll'd by advice?

Will cupid our mothers obey?

The above lines are from John Gay's 'The Beggar's Opera'. One character named

Polly, sings a song in Air Vll song.

Another line is: Flitch, character song in Air II song.from John Gay(l685-1732)

The Beggars Opera'.

" 'Tis woman that seduces all mankind!"

This is also from John Gay's 'The Beggar's Opera', which is considered as a satire,

here in these lines we can see the parody of it in Girisam's speech, he says it as:

It is women that seduce_all mankind.



Tr. Ramappnntulu: - And a great job for him! Just because he learnt a couple of

botleru bits? P-9

At that time people had a fascination for learning English so that they can

get some good jobs. Where as the aggression towards accepting the alien

language can be seen here. The tone is aggressive here.

Tr. Agnihotravadhanlu: - You never listened to me when I said these English

schools do no good to us. My elder brother Dibbavadhanlu sent his son to an

English school in parvatipuram, and the boy died of fever within three days.

Even as Buchchabbi was thinking of English education for his son, the boy was

down with a near fatal illness. P-17.

Here we can see Agnihothravadhanlu speaking against the English

education by giving a couple of his known experiences. He wants to train his son

only in Vedas. We can see the way in which people reject the knowledgeable

3.1.1. Education: Virtually English education was made the only passport to

higher appointments available to the Indians, and hence its popularity and rapid

progress were equally assured. Mostly the middle-class people reaped the

advantages of English education. Although confined to a few, English education

produced memorable results. It qualified Indians for taking their share in the

administration of their country.

3.1.1.1. Education for job's sake:

96
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sources with ignorance; this is a satire on the people who fix their ideas about

education.

Tr. Agnihotravadhanlu: - I will not give you a paisa. It looks like you are

going to split the amount between the two of you. 1 learnt all the fifty-two

chapters of the Veda without spending a paisa on books. All this looks like a

fishy affair.p-20.

He is mentioning about the education. English education is a costly affair

to pursue. In the source language 82 pnnnns has been translated as '52 chapters'.

His innocence and his sixth sense is guessing the cost of the books and the

people's fraud in sharing the money is ridiculed here with his innocence about

learning Vedas just by spending a couple of coins, not even rupees. This is

humorous.

Tr. Venkamma: - Will you please converse once with our boy in English babu?

I wish to listen to that.

My dear Venkatesam-
Twinkle! Twinkle! little star,
How I wonder what you are!

There is a white man in the tent.
The boy stood on the burning deck whence all but he had fled.
Upon the same base and on the same side of it the sides of a

trepezium are equal to one another.
Of man's first disobedience and the fruit of that mango tree, sing,

, my very good boy.
Nouns ending in f or fe change their f or fe into ves

Venkatesa, i
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Girisam: - Sure, amma.

My dear Venkatesam-

Twinkle, twinkle, little star.

How I wonder what you are.

Venkatesam: - There is a white man in the tent.

Girisam: - The boy stood on the burning deck where all but he had fled.

Venkatesam: - Upon the same base and on the same side of it the sides of a

trapezium are equal to one another.

Girisam: - Of man's first disobedience and the fruit of that mango tree, sing

venkatesa, my very good boy.

Venkatesam:- Nouns ending in for fe change their for fe into ves.

Agnihotravadhanlu: - What is the meaning of this whole conversation, sir?

Girisam: - We are discussing how we should plan our studies for this vacation,

sir. P-22.

The entire conversation is a lampoon. We can see the interest of Vcnkamma in

English language. At the same time, it is humorous when Girisam sings the

nursery rhyme thinking that it is English and Venkatesam's reply for that. It is a

parody of John Milton's 'Paradise Lost Book - I' opening lines:

"Of Man's first disobedience, and the fruit

Of that forbidden tree, Whose mortal taste..." (L:l-2).

The last part of this conversation makes the entire scene a satire when he says

about the plans and schedule of reading in these holidays when

Agnihothravadhanlu asks about the meaning of their conversation.

3.1.1.2. Negligence of mother tongue:

Is observed in the following examples:
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Karataka sastrulu: -My dear boy; recite a Telugu poem.

Venkatesam: - "pogachuttaku sati moviki" (cigar and a girl's lip)

Karataka sastrulu: - Shabash! Girisam: - Damn it! Don't read that (softly) Read

"Naladamayantuliddaru). P.22-23.

By listening to their conversation, Karatakasastry asks him to read one

Telugu poem, when he reads Naladamayantula poem he interrupts and asks him

about the meaning. Then Girisam says that in English schools they do not tell the

meanings, he claims that like they memorize the Vedas there is no significance of

Telugu in English schools. It becomes satiric when Karatakasastry says

sarcastically about the training in education. They are by hearting them like

Vedas without knowing the meaning. It shows the position of Telugu language,

which is taught in the schools.

Tr. Mahesam: - If I look into the book once in six months, old verses and the

new ones look alike. Is it possible for me to locate the page where I left off last? I

have to ask an astrologer. Or—. P-27.

It is humorous in the sense about the improper education he receives for

every six months. He says that it's hard to identify the verses; here one more

belief among the people has been ridiculed when he says that he has to go to an

astrologer to identify the verses, which he had read. We can see the unsystematic

way of education in those days. He mocked at the way education was rendered.

Astrology is related to time. Only the astrologer can decide when the teacher

takes the class. Satire lies in the improper way of education at that time.
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Tr. Mahesam: - I will open the book and read the first verse 1 find "Mrigah

priyalu druma manjareenam" (The deer move about swiftly despite the

obstructions created by the fallen leaves of Priyala tree). 1 vaguely remember

having read this. It means the deer are running, doesn't it? Is it such a great

thing for a poet to talk about? Who cares whether the deer run or don't. Don't

the dogs run? Don't foxes run? What about cats? Not one useful word in this

book. P.27-28.

The above passage shows how people in those days, are fascinated by the

English education. Regarding our own culture and literature, without enjoying

that, a little knowledge of English is better than this in securing the jobs. He

ridicules the idea of the essence, which was written in the book, and its useless

mentioning of deers jumping, which give an aesthetic pleasure. The idea of deers

jumping is allegorically compared with dogs and cats. It is humorous when he

says that no one cares if they jump or not. It's a sarcastic statement, when he

further says that nothing useful was written in this book. The satiric effect of this

passage can be understood only after referring to the example below.

Tr. Mahesam: - "Priyahmukham Kimpurushas chuchumba" (The divine

being kissed the face of his beloved). The blighter kissed it seems, thank god, he

didn't bite off her nose!.p.28.
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The explanation he gives to himself for the meaning is ridiculed when he

reads the sloka. We can have the idea that some nonsense was written in these

verses. It is a sarcastic statement on the people who think that only that

traditional verse is the only education.

Tr. Mahesam: - "Varna parkarshenathi karnikaram!

Dhudothi nirgandhatha yasma chetaha"

(The Karnikara flower is indeed bright in colour; but is totally devoid of

fragrance).

Even this sounds familiar. Whatever that flower is, the poet doesn't like it.

So what? My guru doesn't like gherkin curry, but his wife makes it every single

day because they grow in plenty in their backyard. If that be the fate of the

desires and wishes of those who are alive, whoever bothers about the preferences

of the dead? 1 shall stop this study here and learn a few English words from

Girisamgaru. P-28.

This is also a sarcastic statement about the likes and dislikes of a person.

The likes of people who were alive is not to be considered. Then who cares for

the likes of a dead person?. We can see the fascination for learning English when

he himself says that it's better to stop that education and learn some English

words from Girisam; this is a satire on the people who insist on learning the

traditional verses and neglect the significance of other languages.
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3.1.1.3. Fascination towards English

It is observed in the following examples:

Tr. Mahesam: - Promise that you would do so.

Karataka Sastrulu: - Look, 1 am swearing with this book in my hand.

Mahesam: - I have no faith in these books. I'll need a strong oath. Shall I ask

Girisamgaru and get an English book? P-31.

Here Gurajada, ridicules the people's mad fascination for English. When

sishya does not believe and loses his faith in Sanskrit books. They consider those

books are useless even to make promise on them. We can see the mad fascination

of people at that time, the promise will be considered only if it is a promise on

English book. He laughs at the mad fascination for English in those days. When

Karatakasastrulu wants to promise by keeping his hand on Sanskrit book, the

student says that he has lost faith on that book and he wants a promise made on

the English book. The peoples' over fascination for English has been highlighted

here.

P.44

Tr. Girisam: - I hardly completed two sentences in my introduction, when a

couple of English words rolled out of my mouth. Your father turned red in his

eyes and said, " This useless English education has ruined Brahminism. -P-31.

When Girisam wants to convince through his speech about child marriage,

he utters a couple of English words in the beginning of the speech.
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Agnihothravadhanlu is irritated with the fascination for English and scolds

Girisam. It's a satire on the people who were neglecting the traditional way of

learning Vedas.

Tr. Girisam: - we have forgotten the wisdom of our Shastras, and the whites

have stolen that very wisdom and by doing everything according to the Shastras,

they have snatched the state from us. - The whiles are benefiting by discovering

the secrets of our books, and we are losing out by consigning them to cobwebs.

P-82.

Here we can see Gurajada's ideas about giving the same value and

preference to education. Even though Girisam speaks about the importance of

learning English and insulting the traditional ways of learning, here he gives

value to the Shastras. It's a satire against the people who neglect the Vedas and

fascinated towards learning English. He ridicules the way people are neglecting

our education and the way English people have robbed our Vedas and learnt the

essence of it and taken our land into their hands.

p.77

Tr. Ramappantulu: - Had I studied English in my childhood, I would have

rattled the judges with my eloquence...

Madhuravani:- If you send a talkative dog for hunting, it only makes noises. P-85
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Here Ramappantulu's hypocrisy is understood when he says that learning

English is important to argue with judges. Madhuravani ridicules this by

comparing him with a dog, which is talkative. When she says that if he takes a

talkative dog for hunting and ask it to hunt, it would say 'hunt' rather than, go

for a hunt. This becomes humorous and insulting to Ramappantulu when

Madhuravani uses a proverb.

3.1.2. Child Marriages: With the marriage, comes a complete change of direction

in the lives. Child marriage is still practiced in cultures where marriages are

arranged for economic and social reasons. It originated in poverty and also in the

apprehension of parents that their daughters might not get married after they

had grown up. Secondly, with the notion that heirs are necessary to perform

religious rites after their death and to take care of the family property. Just to

have a male heir, old men are more attracted to purchase brides. These child

marriages lead the women to early widowhood. A couple of examples are

discussed below, and show how Gurajada gently laughs at people.

3.1.2.1. View of the society

Can be understood from the following examples:

Tr. Girisam: - Listen. The truth is, when the boarding house woman was a

mere toddler, it was decided to marry her off to a ripe old man. And even as he

was tying the knot, or a moment later, that old man had croaked in the pandal it.

Then the dilemma was, whether she was married or not.... The purohit took a

bribe from them and gave the evidence that the sacred thread was not tied. So

the case was lost, but after that no one married her again. P-13.
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In this passage, Gurajada Appa Rao satirically picturises the pathetic

condition that prevailed in those days. The word 'tappatadugulu' refers to small

child learning to walk properly. It shows how people used to marry their kids to

an old person who is to die soon. So the child marriages, done in those days end

in a tragic note. Though the priest gives the witness that she was not married, no

body comes forward to marry her. One can imagine what would happen if the

marriage is taken place. The entire lives of the young girls are so pathetic.

Tr. Girisam: - As for real marriage, after all this education, will you tie the

marital know to an innocent young girl your father selects? If you don't marry a

fair, young widow, I should be ashamed of you. P-27.

Here, Appa Rao says that, those who are educated should not marry

children. Those who are well educated should not encourage or get married to a

child; instead they can marry young windows. He says that he feels sorry for not

becoming ready to marrying a young widow after thinking reasonably and

logically with the education he receives. Here he satirically finds fault with those

who prepared to marry young children and also those who refuse to marry

young widows.
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Tr. Girisam: - If you can't use your measuring jar upright, use it inverted. You

will get at least a few grains. Some thing is better than nothing. In fact, if you

reflect on the matter, infant marriage is not all that bad.

Venkatesam: All along, you maintained that it was wrong.

Girisam: - One can't become a politician unless one changes one's opinions,

occasionally. Have you heard my new argument? Unless there are infant

marriages there won't be any young widows, there is no scope for a widow

marriage reform right? When the essence of civilization is widow marriage,

civilization comes to a halt in the absence of infant marriages. There won't be any

progress. Therefore, infant marriages must be encouraged. This is a new

discovery. Number two, 1 argue that it is good to get young girls married to old

men. P-34.

Gurajada satirically hits at the dual nature of the politicians and the way

they justify their changes in views. The person Girisam, all along opposed child

marriage. Suddenly he changes his colour and supports child marriage as it gives

way to widow re marriage. How logically the politician's build up the change of

opinion is clearly shown in this speech of the liar and hypocrite Girissm. He says

about the new discovery that infant marriages should be there and only then,

widow re-marriages can be possible. The dual nature can be seen here when he

says about the politicians in changing their attitudes according to their

convenience.

3.1.2.2. Wealth

It can be understood in the following examples:
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Tr. Girisam: - If those old people die, the innocent children become widows.

And because of the spicy food they eat, if those children can't control their senses

when they grow into prime youth, is it their fault? Or is it the fault of those fools

who loudly oppose widow marriage, and yet give their young girls in marriage

to old people out of avarice? P-75.

Here Girisam analyses the problem of the widows and supports that

because of the biological nature of the girls. They are forced to do mistakes

because of the food they take. Here Gurajada through his character Girisam,

finds fault with the persons who, for the sake of money spoil the life of their

innocent children. It was not the mistake of innocent kids getting married and

becoming widows, but the mistake of the fools who do so.

Tr. Head constable: - If neither the one who paid the money, nor the one who

married are bothered, why should we worry, uncle? Moreover, where is

brahminisim these days? Selling children to the old and illegitimate pregnancies

have become so common everywhere. P-168.

Brahmins are supposed to be pure and harmless, and they are expected to

do good to others. On the contrary in child marriage they are selling or marrying

young children for petty reasons and indulge in illegal activities. Here, Appa

Rao satirically picturises the Brahmins who encourage child marriages and how

the Brahmins are spoiled in those days. It is a protest against selling girls to old

people and illegal pregnancies. The concept of purity has been highlighted with

the intention of morality and change in society.
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3.1.2.3. Slavery

The following examples:

Tr. Girisam: - Do you think my brother is looking for happiness in this

marriage? Not in the least. He will not give your sister any more happiness than

what your husband gave you In the same way my brother is buying your sister to

be a slave, under the respectable name of marriage. He hopes she would slave

for him as an unpaid servant doing all the household chores...p-133.

The reason behind the child marriage is not enjoyment. The reason is to

get an unpaid slavery to do the housework. The satire here is in the name of

marriage; they get nothing but sorrow. So, Appa Rao opposes child marriage

because the girls would be bonded labourers. This is an ironic statement; the

verbal irony lies in stating that the happiness you have got from your husband is

the happiness, which my brother gives to your sister. Here the happiness is

nothing but sorrow.

3.1.3. Bride Price: In those days people used to pay bride money and buy girls.

Which is contrary to the modern practice. Those who can afford to pay money

can buy any girl. Gurajada opposes this type of evil practices in the society. He

satirically condemned the bride price in the following examples.

3.1.3.1. Selfish gains with greed
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Tr. Karataka Sastrulu: - What have you done with the fifteen hundred rupees

you made by selling Butchamma?

Girisam: Selling girls! Damn it! P-20.

Agnihotravadhanlu: - Every son of an ass says I sold her. Are girl's vegetables to

be sold? Had I not taken that money, with her husband dead, what would have

been her fate? P-20

Here, Appa Rao condemns how the society justifies its mistakes. Though

they overtly accept that girls are not like vegetables to sell, but justifies its

mistakes by saying that no one would take care of the girl if she becomes a

widow and if they don't take money. The usage of word 'ass' is scornful. It is

ridiculous on his part when he says that girls are like vegetables in the market. By

then he sold his daughter and even further he tries to give explanation stating

that without money her position as a widow is unimaginable. Whereas that girl is

not aware of what happened in her childhood? This grows satiric about the idea

of bride price, which is important when she becomes a widow; this has been

highlighted here.

Tr. Karataka Sastrulu: -1 which I were hat fortunate. If 1 had a girl like that, I

would have sold her for three-four thousand and would have lived a debt-free

life. Even with this girl, if 1 had tried a few places, I would have had two-three

thousand in my hand...p-61.

Parents feel sorry for not having a beautiful girl. Here he feels sorry for

not having a beautiful girl like her, in which case he could have sold her to get rid

of all his beddebts, and be happy forever. Even the girl is not so beautiful. If he

could have roamed to sell her in several places he would be getting some more
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money. Gurajada satirises the mentality of the parents of those days and sees

selling girls is a way of getting rid of debts. Indirectly, girls are sold for high

rates if they are attractive. He says that he can sell this girl (boy) for a higher rate

if at all he has some time. The humour lies in the situational irony and the man is

in woman's dress, whereas, the audience are much aware of it.

Tr. Lubdhavadhanlu: -.. Although I am fairly well off, 1 sold my only

daughter out of greed to an old man. P-199.

Gurajada makes people realize their mistakes, about how greedy they are

and indirectly mentions that selling girls to old people is not good just for the

sake of money.

3.1.4. Widow re - marriages: Apart from the traditional and orthodox reasons,

certain economic conditions too played a major part in hesitating widows for re-

marriages. Some orthodox sections take care by shaving their widow daughter's

heads to make them look ugly from the marriage point of view. A strong feeling

existed in the then society among a group of people. They believe that widow

marriages are against the sacred texts. By not allowing them to marry they want

to retain their social rank. Widows are treated as maidservants at their parents'

home. That was the miserable condition of widows at that time. To eradicate

such type of evil practices Gurajada condemns the follies and vices through his

satires. They can be understood from the following examples.
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Tr. Girisam: - --So, there is an unfortunate beautiful young widow in your

house. What a pity! My heart melts. If 1 were her father, I would have arranged

widow marriage for this girl and earned eternal fame. -P-27

Tr. Girisam: - Lubdhavadhanlu is an old man and an affluent one too. In

another two or three years he will kick the bucket. Your sister will then become a

rich widow. When you grow up you can arrange widow marriage for her and

earn eternal fame. What do you say?. P-35.

In the above example, Gurajada satirises how the people of those days

arranged widow-marriage for the sake of name and fame. The widows who are

beautiful and rich are easily remarried. What is the fate of the young widows

who are poor and not beautiful? Here Gurajada expresses sadness that widow

marriages are possible only for the beautiful and rich widows, without

understanding the significance of the widow marriage. He speaks these words

out of curiosity about the campaign. He says that if at all he could be the father of

that young widow he could have arranged a widow re marriage and gained good

reputation for ever, even though he won't speak the words whole heartedly. Just

for his personal usefulness he supports the idea of accepting the bride price,

when she becomes a rich widow, the student can get her a widow marriage and

gain eternal fame.

Tr. Girisam: - To marry a widow or not to marry, that is the question. P-63.

Here, Gurajada mocks at the pseudo reformers (fake) who support and

preach widow marriages in the form of public meetings get confused and
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hesitate when it comes to their own. Here Girisam, who talks much about

widow-marriages, confuses him and considers it as a life and death problem

when it comes to his own stand. It is a parody, because Shakespeare writes the

original lines in his famous tragedy "Hamlet", "To be or not to be, that's the

question". Here this quotation is used for a selfish soliloquy about marrying a

widow. The usage of that becomes parody and its occurrence over here becomes

satiric.

Tr. Girisam: - Among all the things in the world, the widows are the most

important. A long lecture can be given on that subject. There is an evil custom in

our country. When a man's wife dies he will re marry; but when a woman's

husband dies, she can't marry again, however young and beautiful she may be.

Do you agree this is unfair?

Venkatesam: Definitely unfair. P-66.

Gurajada Appa Rao satirically mocks at the practice in the society, when

men are permitted to re - marry. Why can't women get married after the death of

their husbands? Inspite of the fact they are more important and beautiful.

This is an exaggerated statement with its logical explanation in questioning the

unfair things happening to widows in re-marriages. Venkatesam supports his

idea of unfairness towards widows.
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Tr. Butchamma: - Girisamgaru, isn't it a sin for widows to marry!

Girisam: Aha! I feel sad about your naivete. It is clear from the parasara smriti

that widows should marry. It is there in the Vedas too. All this is established by

pundits in Rajamahendravaram. Widows used to marry in ancient times, p-67.

Girisam: - How wrong it is that you don't know such an important poem! Open

the notebook and write: "For Damayanti's second marriage, all the kings on this

earth arrive din a hurry". See, all the kings on this earth are said to have come to

marry a widow. (Looking towards Butchamma) Did you notice? Shastras not

only approve of it but also in fact say that it is wrong if widows remain

unmarried. On this subject, the Shankaracharya has also issued a pamphlet, p-67.

Similarly, even widows feel that widow re-marriage is a sin. To convince

them that it is not a sin our ancestors accepted the concept by quoting lines from

Naladmnayanti's re marriage and how kings wished to marry her. Girisam tries to

convince Butchamma that it is not a sin. So, here the satire lies by quoting Vedas

and Sankaracharya. The ultimate aim of Gurajada is to convince the hesitating

widows for re marriage. This is a satire on the people who had misbelief that

Vedas are not allowing a widow to re-marry. He tries to make her realize that

widow re marriage is not a sin. He supports the idea of Domaijnnti getting

married once again, as it is written in Vedas.

3.1.5. Prostitution: In the early period in some places of Andhra, prostitutes are

called as 'Devadasis' (nautch girls). They are popularly known as 'Bhogamvallu' in
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that area. They developed into an exclusive caste of their own. They live by

prostitution and do dancing at private houses on all joyous occasions. They are

good performers. To maintain a prostitute and to attend a nautch performance

became a status symbol in those days. Even though in the play ' Kam/asulkmri',

Gurajada showed a soft corner at Mmiinmwnni in the last part of the play, he

ridicules the then society by looking at it as a folly. A couple of examples are

discussed below:

Tr. Girisam: -1 am dreadfully in love with her. Ever since I've seen her, town

loves and dancing girls have begun to repulse me. Positive abhorrence. Their

rough speeches, perverted meanings, cunning ways, damn it, isn't everything

insincere? P-62.

It is a criticism on town life, its love and impurity in thought and action.

He points out their insincerity and praises the village beauty not only of

Butchamma, but in the food habits also. Here we can see Girisam being vexed

with the artificial, mechanical, and insincere people who stay in the town.

Tr. Butchamma: - What is that wrong path?

Giriam: - Now the traditions of our people are like a path full of slush and mud,

potholes and obstructions. -One widow marriage, and two the nautchi question,

that is to eliminate the saanis. P-75.
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It is a direct satire on the evil practices of a particular group of people who

mislead the tradition. He criticizes the tradition, that it has two misdeeds. One is

widow remarriage and the other is the nautch question. When he talks about the

abolition of prostitution, it is very humorous because he himself is a visitor of

that whorehouse and the nautch girl is Madhuravani.

Tr. Girisam: - .."Chee ! Get out! 1 am anti-nautch. 1 consider the touch of a

saani unholy. Unless I wash it with pears soap 1 can't get rid of the impurity of

your touch. P-135.

Here Girisam claims that he is an anti-nautch, even though we can

understand he is a visitor of Madhuravani. Here Gurajada Appa Rao satirically

mocks at the people who are living with prostitutes but pretending that they are

against to them. Here, Girisam says he would wash the hands with Pears soap if

he happened to touch a prostitute. Here he laughs at the people who talk some

thing and practice differently.

Tr. Meenakshi: - Purity is the last thing you and I should talk about.

Ramappantuly: - Why do you say that?

Meenakshi: - I am a wretched widow and you're a Philanderer. What can be a

holier combination? P-181.
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Here Meenakshi does all the nonsensical things. The sarcasm here lies in

the usage of purity, quite opposite of that. The meaning of the word purity is

understood in terms of impurity over here.

Tr. Madhuravani: - Of what type is Saujanyarao Pantulugaru? And how about

Girisamgaru?

Karataka Sastrulu: - What a comparison? One is a cur and the other a milch cow.

Saujanyarao is anti-nautch in thought, word and deed. If you just utter the word

prostitute in his presence, he would warn you to mind your language. Gentlemen

like him are rare. The others are anti-nautch when it is convenient. Most

members of the anti-nautch brigade are heroes in words alone, and Girisam is

foremost among them. Some of them are anti-nautch in the morning, pro-nautch

in the night. Some are anti-nautch in the hometown, and pro-nautch outside it.

Some are pro-nautch as long as they are fit and anti-nautch once they get old.

Some are pro-nautch as long as they are alive and anti-nautch after death. That

means they perform rituals here in this world so that they can book their ticket to

pleasures in the other world. Smaller fry like me, however, are anti-nautch

whenever they have no access to dancing girls. P-208.
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The complete paragraph is a satire on the people who pretend to be like

one way in the daytime and change their idea at the night. That hypocritical

nature of having bad notions and their changing from time-to-time according to

their convenience is ridiculed here.

Tr. Stranger: -1 suppose you are anti-nautch.

Saujanyarao pantulu: Yes.

Stranger: - (smiling) Is Girisamgaru also aniti-nautch?

Saujanyarao pantulu: - Don't you know, he is the guru of the anti-nautch

movement. P-251.

The new woman (stranger) says sarcastically about Girisam being an anti-

nautch. His reply is humorous. The audience or readers are to understand it as

verbal irony.

Tr. Girisam: - I am rather averse to sensual pleasures. That's why my people

call me the Napoleon of anti-nautch. P-246.

This is also hypocrisy. He himself says that people named him as

Napoleon of the anti-nautch. This is nothing but ridicule of the statement from

his side.
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Tr. Stranger: - If prostitutes are not invited to perform, what about their

livelihood?

Saujanyarao pantulu: - They should get married.

Stranger: - Mary men like Girisamgaru you mean? P-252.

This is also sarcasm on Girisam. She knows the real Girisam and the

impression that Saujanyarao Pantulu had on him. It becomes sarcastic.

3.1.6. Corruption: The virus of corruption is both rooted not only in the cities, but

in villages also. Most of the villagers arc poor. Each one of them has to bribe

revenue officials for recording rights of land and to show land records. If they

don't give any gratification to the revenue officials, they would have to go to the

Tahsil headquarters, and to go there they would have to spend a lot of money.

To avoid that, people are used to bribe them.

Tr. Agnihotravadhanlu: — 1 sent karatakasastrulu and he fixed up a useless

lawyer. The man is forever asking for money but never says anything about the

details of the case- In the case that I filed against Ramavadhalu, my neighbor,

regarding the eastern boundary wall, Munsiff has accepted a bribe and dismissed

the case. So unfair. We appealed to the Judges court. Our lawyers too was

bribed and so we lost the case, - p.p. 38-39.

This is also a direct one with reference to lawyers and their nature on

changing the sides because of money. Here one thing can be understood

indirectly, that Agnihotravadhanlu wants to win the cases, which are very cheap

in nature about the walls, and sells property to win the cases. He gets that money
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by selling the daughter to an old person. And that money was spent on lawyers

by neglecting the fate and sorrows of his daughters.

Tr. Ramappantulu: - Aha! What a strong wealth line! Strong indications of

offspring too.

Madhuravani: - Once you've held her hand, will there be any shortage of that?

(Empties the inkbottle on Ramappantulu's face, and exits abruptly). P-62.

This is also a ridiculous statement on Ramappantulu being an astrologer

and certifying about her luck. Madhuravani's speech is sarcastic when she says

about his handling a woman, and her actions for her anger when he reads the

palmistry is farcical, when she pours the ink on the head of Ramappantulu. By

this time she knows that it's not a girl but a boy. This idea becomes comical and

ironical in situation.

Tr. Priest: - Who can alter the almanac, sir? —

Ramappantulu: - Who cares for the almanac? In this stupid village whatever

siddhanti says is law. —118.

Ramappantulu ridicules the value of astrologers by stating that no one

cares for timings in the village. Siddhanti's words are final, whatever it may be.

Because of some peoples' misguidance the value of astrology lost its value. He

himself is an astrologer who wants to change it for the sake of money, as we can

understand his character in the earlier speeches.
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? p.161

Tr. Naidu: - Has your fascination for an English vakil wanted? P-228.

It is a sarcastic statement about the fascination for English learned lawyers.

Tr. Girisam: - I have no knowledge of legal matters; and the police have no

knowledge of truth. It is better to sit in the jail than escape punishment by

producing false evidence. Even at the cost of money or life, one shouldn't lie, or

make others lie.— Ask for me, I will give my life happily for the sake of truth. If

the occasion so demands. Therefore, when the need arises, you should utter lies

without any fear. -In the present situation, it is my responsibility to make

Asirigadu give false evidence. p.p240-241.

Here he pretends to be genuine, and talks like a gentle man where as in

reality he changes his other face if time comes in a negative way. That hypocrisy

has been ridiculed in the later part of the conversation. We can understand the

nature of Girisam when he says that he would die for the sake of truth and in the

same conversation he was ready to lie if necessary. His nature has been ridiculed

here.

Tr. Saujanya Rao pantulu: - It is not just untruth; there are many bad

practices in this profession. I think that soon there will be a need to start an
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anti-lawyer movement along the lines of the anti-nautch movement in our

country. P-245.

In this speech we can see how the profession of lawyers becomes useless

and corrupted. He goes to the extent of comparing this profession with the

nautch girls. He says it is necessary to start an anti-lawyers movement. Through

this we can understand that how the system at that time even in the case of

judges and lawyers.

3.1.7. Superstition: - The superstitions seem to have a dual purpose of attracting

favourable influences and warding off un-favourable ones. The names we give

to these influences are good luck and bad luck. Superstition became a useful

term for the description of religious ideas. Ignorance of people has resulted in

the belief of superstition. Bad omens like people come across a widow, snake or

cat and a sanyasi etc., before leaving the house or after leaving the house for any

business purpose, they are considered as omens. Good omens are like, hearing

the temple bell ring, seeing a married women, flowers etc,. Women and houses

are now and then supposed to possess of evil spirits where only professional

witch-doctor can send them out by beating them with broom stick and neem

plants. These were the beliefs people had at that time. A couple of examples

where Gurajada wants to eradicate the superstitious beliefs of people at that time

are discussed below.

p.H9

Tr. Meenakshi: - It both are trapped in the same bottle, they might breed child

-devils? PI60.

He criticizes the people's belief in not only the existence of the ghosts but

also that they have issues if they are arrested in the bottle. He laughs at the

superstitious beliefs of people and their imagination. Meenakshi's innocence is

ridiculed in a humorous way when she says about the breeding of the devils, and
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the belief that there are ghosts and they can be caught and kept in the bottle. If

they have been kept like that; the idea of child devils is humorous.

Tr. Bairagi: - Foolishness! Foolishness! What is true? And what is false? We

siddhas. We turn truth into falsehood, falsehood into truth. The world itself is a

lie. Let's go. (All exit). P-174.

It satirically shows how the magicians have control on the innocent people

who believe in superstition. The Bairagi himself claims that he is a siddhn and can

change a lie to truth and a truth into a lie. This is a satire against the people who

believe that the yogis had some supernatural powers and that they can do

anything. This folly has been exposed here.

P.166

Tr. Head Constable: - Please do that and save me sir, could you also look up

the where abouts of that boy-1 mean that young girl, please?

Bairagi: Don't worry, that too will appear in the magic balm. P-223.

Tr. Head Constable: - He promised to work the miracle once again to night

and find out the name of the person and the village.

Girisam: - As per the Evidence Act ghosts and miracles can't be presented as

witness.



123

These examples show how, in those days, people believed that the

witchcraft, magicians could see the missed persons or objects, in the Anjanam.

Gurajada satirically laughs at the superstitious belief of the innocent people and

how these magicians fool them. Here, through the character Girisam, the author

says such beliefs are unscientific and unlawful.

Tr. Head Constable: - He travels at the speed of air. P-238.

Here the author mocks at the magician's saying that he can travel

anywhere in seconds. It shows how these witchcraft magicians make the people

believe that they know everything and that they can travel everywhere.

Tr. Asiri: - What's this babu, I can see him!

Gavaraiah: - Godmen and ghosts are visible to miracle men like us; and to those

blindly devoted like him. They are also visible to innocent children but not to the

rest, p-243.

It shows how the witchcraft magicians fool the people by saying that

ghosts and devils are visible only to such magicians and superstitious innocent

devotees and small kids and no other person can see. The innocent devotees,

without any rational outlook, believe in the ghosts. They won't say anything

against the invisibility of the ghosts. Similarly small kids are unable to express.

Gurajada Appa Rao points out how this magicians safe guard their activities and

make the people believe, that they are invisible only for a few.
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Tr. Gavaraiah: - If you turn an atheist after learning a couple of English

words, do you think miracles will cease to happen? P-243.

Where there are kiristani heretics there is no place for miracle men and godmen .-

" Those who believe do not fare badly;

Those who don't believe came to ruin".

(To Girisam) Inispikataru has learnt more English than you, but he hasn't lost

faith in our Shastras, p.p.243-244.

It shows how these superstitious people repulsed and refused to accept

the rational views and facts. They think that the English education made the

people to disregard their culture and beliefs. They praise the people who

continually believe witchcraft in spite of their education. Gurajada Appa Rao

satirically concludes that even education is unable to change the beliefs of people.

The author says that there won't be such things in places where there are

educated people.

3.1.8. Customs& Traditions
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Tr. Girisam: - This strand of sacred thread has come in hand y at last! As the

theosophists said, our people have formed old customs only after thinking of

some usefulness for them. Unless you experience it personally, you will not grasp

the underlying philosophy. P-8.

These lines show the blind belief of people that by promising on the sacred

thread one can make the others believe, and how some used to fool the people.

Here, the author, through the character, says how the people misuse our ancient

culture and traditions have been misused by the people.

Tr. Karataka Sastrulu: - But there is a horoscope. What do we do with it?

Ramappantulu: - If it is paper, a matchstick will decide it; if it is Palmyra leaf,

then the stove! To forge a new horoscope is a five-minute job. Long live our

Siddhanti! I've an attic full of old Palmyra leaves and pens. I've thirty-year old

paper and a variety of inks. Pay me a hundred as my fee, and bear the expenses.

I'll run the show. P-59.

The author satirically criticizes the astrologers, who, for the sake of money

change the horoscope of people and how they ruined the old one. The systematic

and clever use of the old palmyra leafs; paper, ink and how they made new

horoscopes are being laughed at. The author laughs at how they forge the

horoscope of the people.
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Tr. Venkamma: -..Since a cat crossed our path. P-193.

It shows the superstitious beliefs of innocent people. Here Venkamma

links the cancellation of the marriage to the common belief that a cat crossed the

person on his way. The belief is if a cat crosses before they start, there would be

some hindrance to the endeavour.

3.1.9. General

It can be seen in the following examples:

Tr. Madhuravani: - what deceit!

Ramappantulu: - Diplomacy, call it diplomacy.

Madhuravani: - What's the difference?

Ramappantulu: - Deceit when trust is betrayed, diplomacy when no trust exists.

Madhuravani: - Why don't you say, " diplomacy when I do it, deceit when

someone else does"? What does a lie mean? P-43.

In each and every speech, Ramappantulu appears to the readers or

audience as a cruel being and confidant enough to manipulate anything with his

intelligence. Here, we can see the lampooning of his mentality, and it is satiric

when Madhuravani, says that what he does can be called as intelligence and if

somebody else does the samething its cheating. She asks the meaning of a 'lie'.
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Tr. Girisam: - How? What is the world; you think it's a gruel-pit? Asia,

Europe, Africa, America, Australasia are the five continents. Out of that, people

in America walk upside down. -Only when one visits all these countries and

helps people there, it will be called service to humanity. P-76.

This is a direct satire and we can see the exaggerated statement over here.

He wants to change all the people in the continents, and he insults the Americans

for being a blockheads and the way they walk upside down is humorous.

Tr. Madhuravani: - Of what type is Saujanyarao Pantulugaru? And how

about Girisamgaru?

Karataka Sastrulu: - What a comparison? One is a cur and the other is milch cow.

P.208

We can see the allegory by comparing one person to a dog, which

represents insulting and to a cow, which represents purity, usefulness, etc.,

Tr. Karataka Sastry: -Why do fish swim in water and birds fly in the air? This

is the same as that.

Madhuravani: - Why don't you learn a bit of that swimming and flying? P-209.

This is a sarcastic statement by Madhuravani when she answers to the

question of reasoning to fly and swim. She advises him why he can't learn a little

of that flying and swimming. Indirectly she mentions them to be good.
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Tr. Saujanyarao Pantulu: - Mr. Napoleon of anti-nautch, do you happen to

know her? P-262.

Ironically he calls Girisam as a really anti-nautch, Infact he claims that he

is the Napoleon when Saujanya Rao calls him in a sarcastic tone.

3.2. Translation Procedure: The translator neglected some satirical phrases and

some wrong translations are there. We are discussing the procedures followed

by the translator for the parts where he has translated.

3.2.1. Over Translation

Some of the over translations are observed in the following examples:

Tr. Madhuravani:- From that gracefulness, looks like its your loyal boarding

house woman, (goes into the front yard).p.!4 .

It is a satire on pseudo reformers. Girisam, all the time supports widow

marriage when he elopes with her and now he considers marrying her as a

foolish act, and says he is not a fool to do so. I low they change their colour can

be understood.

Tr. Lubdhavdhanlu: - --But, I hope you haven't married her

Girisam: - Do you think I will do senseless thing? P235.



129

This has been elaborated, where as it is not there in the S.T. The reason

might be that the translator might have felt that the T.L readers may not

understand whom that woman Madhuravani is talking about.

Tr. Girisam: - Some thing is better than nothing, P.34

Actually this not there, even though the message conveyed serves the

purpose in the translation. Still, he uses this elaboration. The translator might

have thought that the T.L. reader's need more explanation to understand.

Tr. Girisam: -Do you think my brother is looking for happenings in this

marriage? Not in the least, lie will not give your sister any more happiness than

what your husband gave you. P. 133

This is verbal irony. Of all the above discussions the reader understands

what the underlying happiness Girisam is talking about. Where as the possible

translation could be as:

Girisam: - what happiness you had from your husband; your sister will get the

same, if my brother marries her.

Tr. Meenakshi: -'Purity is the last thing you and I should talk about'. F.I81

This is ironical and some extra information is added by losing the ironical effect

in the S.T. where as he can do it as 'purity means, yours and mine?

3.2.2. Under-Translation

The following are a couple of examples:
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Tr. Ramappantulu: - whatever siddhanti says is law?. P.118

Even though the translation serves the purpose, some humorous effect is missing

through the words in the translation.

3.2.3. Wrong translation

Here is an example:

Tr. Agnihotravadhanlu: - You never listened to me when I said these English

schools do no good to us. P-17.

Tr. Agnihotravadhanlu: -'Man? you call me names? I will slap you'. P.18

Here £T>&DU- means the trunk of a tree. This is a pun and hard to translate. In

the T.L. here the translator has done free translation.

Another example of this is:

Tr. Ramappantulu: - And a great job for him! Just because he learnt a couple of

botleru bits? P-9

Actually the English language spoken by butler is called Butler English. In

the glossary, (botleru) is given as vulgarization of butler. That means butler

English is a nativised pronunciation of a person who speaks without proper

structure of the language.
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is translated as 'English schools'. Where as it could be

translated as 'English Education' or 'English studies'. Even though it serves the

purpose there is a possibility to translate it.

Tr. Agnihotravadhanlux. fishy affair...p. 20.

Here the nativised expression that is humourous is missing in the

translation. Is the expression can be translated like this.

Another example is:

Eg.6: -
Tr. Mahesam: - ..The blighter kissed it seems, thank god, he didn't bite off her

nose! P.28.

In the translation 'biting' off her nose is not apt. The original doesn't

mention about it. The possible translation could be: 'doesn't he hold the nose?'.

The translator might have thought that it is acceptable.

Here is a good example:

Tr. Polisetti:-.. iron hand... P.I48.

This can be translated as 'your poisonous hand', the translator might

have thought 'iron hand' is acceptable.

Tr. Agnihotravadhanlu:-.. fifty-two chapters.. .p.20

Here the Vedas he mentions are 82. In the translation it is 52 chapters.

We can see the translators misunderstanding of the
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Tr. Siddhanti:-.. 'His name is Ramappantulu Sastrulugaru. Now tell me, what

have you got to do with his name?', p. 121

The translators have misunderstood the intention of the speaker. He

refers as an "X" to the name, they have understood it wrongly, and that too they

have interpreted the name wrongly. This shows the negligence of the translators.

A fine example is:

Tr. Ramappantulu:- .. shri Ramappantulu. P. 124.

Ramappantulu'. Actually it means a swear by 'Shri Pattabhi Ramaswami'. It

refers to lord Rama. In the translation it has been given as 'Ramappantulu',

one of the greedy and selfish characters. Here the translators have wrongly

interpreted.

Tr. Mahesam: - 'Is it possible for me to locate the page where I left off

last?'. P.27.

It could be translate as: 'new verse' instead of 'page', as he has done it

in the earlier sentence of the same speech.

3.2.4. Additions

In the following examples some additions are observed:

Tr. Agnihotravadhanlu: - Don't they explain the meanings of poems in
school?. P.23

is misunderstood and translated as 'shriThe word
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Girisam: - No, sir, not at this stage. P.23.

Here the translators have given some extra information, even though it is not

useful in any way. They might have thought that it is necessary to give more

details.

Tr. Girisam: - 'As for the real marriage, after all this education,-' p.27.

The Translators might have thought that this is a necessary information

for clear understanding. The underlined portion is an added information in

the translation.

3.2.5. Deletions

Deletions are cited in the following examples:

This reciprocal word or echoing word is not to found in the translation.

thought that it is not necessary.

Cultural specific term

This is not translated in the target language. The translators might have

faced problem in finding the equivalent in the target language.

It is deleted in the translation. The translator might have thought that such
expressions are un necessarv.

One reciprocal word is not translated. Where as is translated as'fair'

Is deleted. It can be done as 'good looking'. The translators might have



The complete sentence is deleted in one of the character's speech. The

possible translation could be:

Naidu:- (gets up) what else can you expect from these English educated
vakils?..



Chapter IV

Translation of Satire: Some suggestions

4.0. Satirical works plays an important role in the historical study of any

culture or society. The flaws, reactions, rectification sought and transformation

took place in a society need to be studied in order to understand the gradual

changes, which took place in a community or a society.

Similarly, several literary satirical works have been produced and gained

popularity. Such works are sought by other language people.

In spite of all these facts translators in general are hesitate to translate the

satirical works as they are of difficult task. Even several satirical works such as

the works of George Bernard Shaw, Jonathan Swift and poems of Alexander

Pope, T.S. Eliot etc., are translated in many languages; most of them are

translated in a lighter way by neglecting the satirical flavour. They concentrate

only on the story or translation.

4.1. Translation is a complex and difficult task. Especially, while translating a

literary work, a translator encounters many problems, such as; cultural terms,

similes, metaphors, idiomatic expressions, meter, rhythm, proper names etc,.

There are several translation theoreticians who come to our rescue by discussing

such problems and by giving some solutions to solve these problems. But

unfortunately, many of these theoreticians with a few exceptions, have failed to

touch the problem of translating satire.

4.1.1. But a few theoreticians talked about some way of translating

dramas/plays, which can be applicable to the translation of satire.
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For example, while insisting the necessity of kinship in-between the author and

the translator. Roscommon says:

"Each poet with a different talent writes,

One praises, one instructs, another bites.

Horace could ne'er aspire to epic bays,

Nor lofty Maro stoop to lyric lays.

This then, is his advice to the would-be translator:

Examine how your humour is inclined,

And which the ruling passion of your mind;

Then, seek a poet, who your way does bend,

And choose an author as you choose a friend.

United by this sympathetic bond,

You grow familiar, intimate, and fond;

You're thoughts, your words, your styles, your souls agree,

No longer his interpreter but he."

(Quoted from Flora Ross Amos. 1973:159)

4.1.2. As Bassnett Me. Guire comments on an English staging of an Italian play:

"The result of this type of translation is to create a massive ideological shift: the

frame tells British audiences that the play is primarily about 'comic figures', and

so when Dario Fo's "Accidental Death of an Anarchist" was performed in English it

had become a farce about the absurdities of Italians and their forces of authority,

rather than being a savage satire on the corruption of the police and system of

power". (Quoted from Gunilla, Anderman. 1998:73).

4.1.3. "The basis of dialect humour is speech variation in a community.

Wherever such variation exists there is a potential for dialect humour, a

phenomenon in which one or more specific speech varieties become the target of

fun and/or ridicule. Dialect Humour becomes 'accent humour' when the target

speech variety is caricatured through exaggerated imitation, especially of easily
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noticeable features such as tone, inflection, or choice or words. It should be

noted that the objects of accent humour are not always speakers from a region

remote from the cultural and political center or of the lowest socio economic

class. They could very well be the elites who speak the standard variety". (Apte,

M.L. 2001: 319-320).

4.1.4. Alexander Pope, who himself is a satirical writer and a translator who

translated classical Greek plays into English, also suggests certain way out's

about translating a drama, out of which some are applicable to translating satire:

It is certain "no literal translation can be just to an excellent original in a

superior language: but it is a great mistake to imagine (as many have done) that a

rash paraphrase can make amends for this general defect; which is no less in

danger to lose the spirit of an ancient, by deviating into the modern manners of

expression.

Continuing, however he urges an unusual degree of faithfulness: The

translator must not think of improving upon his author. "I will venture to say",

he declares, "There have not been more men misled in former times by a servile,

dull adherence to the letter, than have been deluded in ours by a chimerical

insolent hope of raising and improving their author. 'It's a great secret in writing

to know when to be plain, and when poetical and figurative; and it is what

Homer will teach us, if we will but follow modestly in his footsteps, Where his

diction is bold and lofty, let us raise ours as high as we can; but

Where his is plain and humble, we ought not to be deterred from imitating

him by the fear of incurring the censure of a mere English Critic.

The translator ought to endeavor to 'copy him in all the variations of his

style, and the different modulations of his numbers; to preserve, in the more



138

active or descriptive parts'. A warmth and elevation; in the more sedate or

narrative, a plainness and solemnity.

In the speeches a fullness and perspicuity;

In the sentences a shortness and gravity.

Not to neglect even the little figures and turns on the words.

Nor sometimes the very cast of the periods.

Neither to omit nor confound any rites and customs of antiquity".

(Quoted from Flora Ross Amos.l973:171).

4.1.5. Another theoretician, Jean le Rond d' Alembert, talks about translation

and critics role of understanding the translations as: "To correct an author's

blemishes is counted in favour of ordinary critics; it is the duty of those who

criticize translations. Small wonder, therefore, that good criticism is even more

rare than good original work in this mode of writing as in all others. And why

should it not be? Satire is so easy! And the average reader at least a trifle witty. In

the realm of literature satire ensures that you will be read. Whether you will also

gain your reader's respect in another matter". (Quoted from Lefevere, Andre.

1992:116).

4.2. Except these hints, any other translation theoretician has not given many

suggestions in translating satire. A satire, which is an integral part of literature,

was neglected in theoretizing translation methods maybe because of the

following characteristic features of Satire.

4.2.1. Many literary devices/techniques/strategies, such as Irony, Parody,

Humour, Burlesque, etc, are involved in a satirical work. It makes the

identification and analysis of satire more complicated. Each such literary devices

are part and parcel of satire, but individually they have their own special

characteristic features.
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4.2.2. There will be so many overlapping among these literary devices, which

leads to more confusion to understand the intention of the author

4.2.3. Satire is socio-culture specific. Generally, they are written in order to

rectify the flaws of an individual or a society. In doing so, the author quotes or

makes use of some happenings or examples or some citations from the particular

literature, culture and history. Only the people of that society can identify and

enjoy the satirical tone or the elements in such writings. There is no guarantee or

need that the very such flaws exist in the T.L society. Even though they exist, the

sufferings of those flaws may not be the same in T.L society. If they do not exist,

then the citations, examples related to S.L people may not be relevant or known

to the T.L people.

4.2.4. In Satires, not only the content, but also the form is very important. "In a

broad sense 'contrast' is present in all comedy, all irony, all satire. To get a laugh,

the contrast should be sudden". ( Leonard, Feinberg. 1972:124).

Satire is one of the important devices in the hands of many poets and

creative writers. One can find satirical works or some satirical elements in many

literary works in almost all the languages. Hence, for a translator, especially for a

literary translator, the knowledge of translating satire is necessary. He needs

some guidance or theory in order to bring out the satirical content in his

translation. In English Literature the main focus in many works written in 17th

and 18th centuries are satirical, which is considered as the Golden age of Satires.

Several masterpieces have been written by Alexander Pope, John Dry den,

Jonathan Swift etc,. So, when a translator wants to translate such masterpieces

into his/her own language, they must be aware of the translation procedure for

Satire.
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4.3. Phases of Translation of Satires

A Questionnaire has been circulated to a few practicing translators living

in the twin cities of Hyderabad and Secunderabad. (See Appendix-1) Based on the

views expressed by them for the questions asked, the following suggestions are

made.

The literary translator must have hints, or suggestion regarding the three

phases of translating a Satire, namely:

1. Identification of Satire, or satirical elements.

2. Analysis of satire, in order to understand the intention of the author.

3. Translation of Satire.

4.3.1. Identification of Satire: Understanding a satire is not an easy task,

because of its subtlety. Every society has its own flaws and follies. They vary

from time to time. One vice may not be vice in another century in the same

language society. Some people may not consider some of the flaws as flaws in

the same society as views change from person to person.

Satire can be easily identified if it is uttered, in speech, through the help of

tone, the facial expression of the speaker and the manner and time of its

expression. There will be a clue (tone) to identify the satirical element present in

the speech. But identifying a satirical comment from a printed text, written in the

earlier period is certainly a problem.

The commentaries and criticism written on such literary works may help

the translator to understand and identify the intention of the original author and

the purpose and way of its writing. For example, some critics of the work

"Arms and tlw Man" say that Bluntschli is the mouthpiece of George Bernard

Shaw. So by knowing this, a translator can carefully analyze each and every

dialogue of Bluntschli and identify the satire. Hence, the translators of a satirical

work need to read carefully not only the original text, but also its criticism. The
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critical analysis of such work may give hints about the presence of satire in the

dialogue of some characters and highlight the intention of the authors and the

details of the flaws, which are criticized. For example C.R. Reddy's comments

helps one in identifying satirical elements in Knnyasulkam of Gurajada Appa Rao.

Some characters in some plays are antagonists and protagonists. In order

to identify the satirical elements of such texts, the translator must understand the

conflict between them. In this regard, the translator should read certain works to

understand the social set up of the S.L people. The historical events, life style of

that particular society or period. It will help the translator, to understand the

seriousness of such flaws and the reason behind their existence, the superstitious

nature of the people and the reformer's trials to eradicate them, which are

necessary to translate effectively. For example in the satirical work of G. B. Shaw,

"Arms and the Man', Bluntschli and Louka are the antagonists and Raina and

Catherine are protagonists.

At this point of time it is necessary to distinguish between the plays, what

quality or qualities permit us to look at a poem or a story, and call it a satire; to

examine another, and declare that it has some satirical episodes, but is not wholly

or mainly a satire. However, there are a number of reliable tests. If some, or

most of the following apply to a book, it is likely to be a satirical work.

"First, a generic definition or declaration given by the author or some

character of the text. For example: Juvenal looks at corrupt Rome and says:

'It is difficult not to write Satire' and he further adds 'Hundreds of poets are

writing epics and dramas and elegies; Satire is my field'.

Secondly, a pedigree. For example When Erasmus says that his "Praise of

Folly" is justified by "The Battle of Frogs and Mice", he is proclaiming that one

line of its descent comes from the classical satirists.
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Third, the choice of the theme and method used by earlier satirists. For

example "The first Satire of Boileau, is a monologue spoken by a beggar poet,

who is leaving Paris forever, since he cannot live and prosper, where without

being or becoming corrupt. This main theme, and many of its subordinate

developments are adapted from the third satire of Juvenal. Boileau announces

himself as a satirist of the hard bitter Juvenalian School.

Fourth, by quoting the actual words or a line of a poem of a distinguished

satirist, the author gives a hint or makes it plain, without a direct statement

informing the readers that he is writing a satire. For example 'Peacock' opens his

four novels with quotations from satirist "Samuel Butler". Byron begins his

"English Bards and Scotch Reviewers" with the adaptations of the first sentence of

Juvenal's first poem". (Gilbert, Highet. 1962:15-16).

4.3.2. Analysis of Satire:

After identifying satirical elements of a poem or a text, the translator must

analyze them in order to understand the intention/ idea behind their use. The

translator thus must try to clearly understand two things, what the author says

and how he says. The flaws that are ridiculed and the way of criticizing such

flaws are necessary to the translator to facilitate him to transfer them effectively

into the T.L text.

Satire may be direct or indirect. Sometimes the follies may not be clearly

traceable or visible, that could be an idea also, as in the case of G.B. Shaw, as he is

a man of ideas and we can understand him giving importance to the debate for

such ideas may not be exposed in a couple of sentences, the complete text may be

written with that intention, 'Arms and the Man' is an apt example for this variety.

Shaw ridicules the concept of heroism and love among young people.
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Hence, the translator of such satirical works must read the text several

times thoroughly to understand the satirical elements. The main purpose in

reading a satirical play is to understand the emphasis with a critical attitude

towards a particular aspect of human conduct; we can examine whether the

playwright (dramatist) has focused on the beautiful or the ugly. One can do that

by examining the characters themselves to see what particular type of behaviour

predominate among them. Once we identify the dominant vices of the

characters, we can understand the consequences of their behaviour and examine

through the gradual development and portrayal of some characters in a

particular play.

The context plays an important role in understanding the sense of the

satire. Sometimes, the nearby contexts are enough. But many times the

translator needs to concentrate on the whole text or distant and longer contexts.

A Satirical comment may be the reason or reflection of a comment of a character

found in the earlier chapter. For example, in 'Anns and the Man', mentioning of

'Byronism' and attending the Ernani's Opera's, xvhich are symbols of status

according to Raina, one major character. Don Quixote in 'Arms and the Man',

mentioning of dress in 'Vietnamese' style can be understood by the readers when

Mrs. Catherine Petkoff, she pretends that dressing itself brings her some social

status when she talks about her status in the Illrd Act as 'one has to go back to

twenty years to understand their family background'. Benjamin Franklin's 'Poor

Richards/ Utilitarian philosophy in 'Kanyasulkam'.

So, the translator must keep the whole text in mind and all the dialogues,

incidents and actions of the characters in mind in order to understand the

reaction and comments, which are satirical.

The translator of a satirical translation must be a good analyst. He must

analyze each and every dialogue of certain identified characters, which serve as
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mouthpiece of the author in order to understand the satirical comments of the

author and the reasons behind such utterances.

He must be a dramatist. He must have the power of viewing or imagining

the facial expressions of such character while attaining satirical comments, which

will help the translator to identify and analyze them easily.

The translator must identify the flaws targeted for attack by the author

and list them. The dialogues that deal with these topics must be keenly observed.

This will help to trace out the satirical comments on such flaws.

4.3.3. Translation of Satire: The intention of the translator who ventures to

translate a satirical work is not merely to convey the general ideas or the story of

that selected text. But to show the various social events of a particular period,

different flaws found in an individual or a society and the ways the original

author ridicules them and tries to rectify them. The translator is interested to

show these happenings and the trials of its rectifications to the T.L people.

Hence, a translator is not supposed to change the names of the characters,

places of the incident, which takes place in the original text. He must try to retain

by transliterating them in his translations, so as to inform the T.L people about

the social and historical happenings in the S.L society. In most of the satirical and

metaphorical works, the titles, sub-titles and proper names plays an important

role. They metaphorically indicate the nature of the text, or the characters. For

example, one of the main characters in William Congreve's play "The Way of the

World" is by name Mrs. Wishfort. The name itself clearly expresses the

character's greediness. 'Malaprop' in Sheridan's play 'The Rivals'. Malapropism

means misuse of words and show off of intelligence. So the translator should

retain the names and the significance and the true nature of the characters

depicted in their name should be explained in the footnotes, rather than

translating or changing them in the T.L text.
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If the translator wants to change the names because of certain reasons,

then he must select a name that also depicts the same characteristic behind the

name. For example Hercules may be replaceable in Indian context with

Bhagiratha, since both trials are similar.

Similarly, historical facts, happenings, cultural events should not be

changed. The readers of such translation read them not simply to know the

story, but to understand the society or way of lifestyle of the S.L people. For

example: some characters are named with their profession like 'Poolakulamma', in

Kanyasulkam.

Intention of a satirical author is more important as well as the

sentences/form he uses in his text. Generally the goal of a satirical work is to

correct the society or an individual for its/his follies and flaws. So, a translator of

such works must be aware of the social setup, historical facts, mythological texts,

common beliefs of the S.L people and understand the flaws prevailed in the

society. He must also trace out the way they are criticized by the original author.

The translator should retain the examples and citations and the way of

expression in his translation. For example, significance of 'Don Quixote' in the

first act of 'Anns and the Man.

A translator of satire must be a dramatist; as he has the power of viewing

(imagining) the facial expressions of such characters while attaining satirical

comments. So that, he can identifies and translate the satire effectively.

Some satires may be direct and some are indirect. When a translator

wants to select a satirical work for his translation, he must be aware of the

historical facts and the social setup of the period of its writing. He must know

the nature of the original author. When it comes to the intention of the folly may

be expressed/presented directly or indirectly, some times the follies may not be
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clearly visible, that could be an idea also. The idea should be taken into

consideration while translating.

Satirical element incorporated in the name should be mentioned in the

footnote. From time to time, wherever necessary the translator should give

historical facts, superstitious beliefs in the footnote. For example: Bluntschli is a

Bluntly speaking character and Karatakasastry of Kanyasulkam is named

because of his cunning acts, 'karata' is the name of the fox in 'Mitralaabham'

from "Panchatantra", a collection of moral stories. Lubdhavadhanlu, the name

itself gives a hint that he is greedy.

Many times the satirical tone may not be expressed clearly or may not be

understood by the modern readers. They may appear like non-satirical

sentences. So, the translator should explain the satirical aspect of the dialogues.

And should explain why it is a satire and how it is expressed in the footnote in

order to facilitate the target language readers to enjoy the work. For example:

'Twinkle, twinkle little star', it seems a nursery rhyme, it is important to

understand one of the characters hypocrisy and nullifying the things.

Before the publication of the translated text the translator should read the

whole translation in order to ascertain that the satirical elements or tone are

effectively brought in or not. If necessary he can give this translation to some

evaluators in order to conform it.

Generally the evaluators suggest some suggestions to improve the quality

of the translation, the translator should not hesitate to incorporate them to bring

the effect For example: Sri Pennepalli Gopalakrishna, has written a critical

evaluation on the English Translation of Kanyasulkam by Vijayasree, C. and

Vijay Kumar, T. in Andhra Jyothi, a Telugu Daily, dated 11th August 2003,

under the title: "T\\e defects of translating Kanyasulkam', which can be used for

improvement. After the publication, if critics points out any flaws in the
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translation (as above said news paper article) he should take it impartially and

change his translation wherever necessary to rectify his translation, and modify

the consequent additions.

As far as possible, satirical translation is concerned, it is better to avoid

over translation, under translation, addition and deletion unless it is necessary.

Mis-translation should be totally avoided. The translator should also be a critic.

He must evaluate his own translation, especially his satirical parts, to see the

message is conveyed effectively in the translation or not.

He must raise a doubt to himself whether the T.L people will understand

the satirical effect or not. Whether, (s) he did justice to the original author/text or

not. Whether, the target people will understand the source language society and

their lifestyle or not. If some of the social flaws discussed in the translation are

still prevailing (existing) in the target society, in some form or the other, the

translator should rectify them and try to change the society.

There are some satires, which criticizes the follies common to all. Which

are easy to translate in any language because all those weaknesses are universal.

But the satires that are peculiar to a particular society or an individual are

difficult to translate. So in order to bring the effect or to do justice to the original

text or to the author's idea, the translator must strive hard.

***



Chapter V

CONCLUSIONS

5.0 Many Theoreticians have identified many translation problems including

satires, but none have discussed about translating Satire as such in detail except

some translators as well as satirists like Dryden and Alexander Pope. The

reasons for the lack of theories in translating satires are multifaceted. The word

satire has so many devices involved, such as parody, irony, burlesque etc, which

are hidden to get the satiric effect might be one of the major reasons. The satiric

subjects are unlimited, there are very few issues, which are untouched by the

Satirists from so many centuries. Further, not only the content but also form is

equally important in satires. Most of the satires, except a few general ones are

socio-cultural, religious and political specific, which need careful analysis and

different way outs to translate them according to the situation.

5.1 Comparative and analytical methods are followed in this study. For the

evaluation of existing satirical works and their translations, two works have been

selected.

5.1.1. The Telugu translation of George Bernard Shaw's "Anns and the Man",

under the title "Mara Manishi" by Korrapati Gangadhara Rao is evaluated and

the following observations are noted.

a) It is a free translation. The translator has taken full liberty in changing the

story, incidents and other aspects.

b) He has failed to identify and understand most of the satirical elements in

the original text. So the satirical effect is missing in the translation.

c) Without retaining the satirical flavour in the proper names, he has

changed then into native names without any satirical flavour. For

example the name of the character Bluntschli (who speaks very bluntly)

has been changed with the native name Sobhan.
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d) He left many passages untranslated. The reasons may be the difficulty in

bringing the satirical element in T.L text or failed to identify the

significance of the satirical passages.

e) He didn't explain the satirical elements either in the footnote or in

glossary.

f) He has not explained anywhere in the T.L text about the purpose of his

translation or the significance of the original text which are generally

expected in a translated text, which gives some clues in understanding the

translated version of any text.

Regarding the translation procedure followed by the translator, the following

observations are made.

a) There are several additions in the translation, maybe to be clear.

b) Similarly there are some deletions in the translation, may be they appear

unnecessary to the translator.

c) Some wrong translations are observed.

5.1.2. The English translation of " Kanyasulkam" (1909) of Gurajada Appa Rao.

By C. Vijayasree and T. Vijaya Kumar with the same title "Kam/asulkam", was

also selected for the study and evaluated, the following observations are made.

a) Overall the translation is a true translation. The translators faithfully tried

to follow the original text.

b) He transliterated the proper names and retained the originality, but he

failed to give the significance of the names, for example, Soujanya Rao (a

person with good qualities), and Lubdhavadhanlu (a person with

greediness), Madhuravani (lady with melodious voice) in the footnote.

c) Foreword and Afterword, given by the translator in the T.L text are really

helpful in understanding the importance of the S.L version.

d) Footnotes are given for a couple of sentences, which refers to the Sanskrit's

versions.
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e) As observed, there are a few mistakes in the translation; this may be due to

carelessness of the translators. For example, Sri Rnmachandra swami (lord

Sri Rama) is translated as Rmnappantulu swami.

Regarding the translation procedure followed by the translators, the following

are observed

a) Additions and deletions are comparatively lesser in number, may be he

followed the original text very closely.

b) A few wrong translations are found. For example: 82 pannas (of Vedas) is

translated as 54 chapters.

5.2. Very few theoreticians talked about the translation of satire and its

problems. The following may be the reason for the lapse.

5.2.1. Many literary devices/techniques/strategies, such as Irony, Parody,

Humour, Burlesque, etc, are involved in a satirical work. It makes the

identification and analysis of satire more complicated. Each such literary devices

are part and parcel of satire, but individually they have their own special

characteristic features.

5.2.2. There will be so many overlapping among these literary devices, which

leads to more confusion to understand the intention of the author

5.2.3. Satire is socio-culture specific. Generally, they are written in order to

rectify the flaws of an individual or a society. In doing so, the author quotes or

makes use of some happenings or examples or some citations from the particular

literature, culture and history. Only the people of that society can identify and

enjoy the satirical tone or the elements in such writings. There is no guarantee or

need that the very such flaws exist in the T.L society. Even they exists, the

sufferings of those flaws may not be the same in T.L society. If they do not exist,
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then the citations, examples related to S.L people may not be relevant or known

to the T.L people.

5.2.4. In Satires, not only the content, but also the form is very important. "In a

broad sense 'contrast' is present in all comedy, all irony, all satire. To get a laugh,

the contrast should be sudden". ( Leonard, Feinberg. 1972:124).

5.3. Regarding the translation of satire a humble trial is made to suggest few

suggestions regarding the identification, analysis and translation of satire, and

considering some of the suggestions made in the given questionnaire, by the

practicing translators living in the twin cities of Hyderabad and Secunderabad.

5.3.1. Identification of Satire

a) By using a line of a sentence of any of the satirical work written earlier as

the title of the work.

b) The commentaries and criticism written on such literary works may help

the translator to identify the satirical element.

c) The critical analysis of the translator of such work may give hints about

the presence of satire in the dialogue of some characters and highlight the

intention of the authors and the details of the flaws, which are criticized.

d) Some times, the author himself declares that his work is satirical.

e) Some characters are protagonists and antagonists for any debate; the close

observation of these characters speeches gives a hint of the satirical

elements.

f) Some times, a character serves as a mouthpiece of the original author,

generally in a satirical work who, mocks at some of the flaws of an

individual or a society. Careful analysis of that particular character throws

light on satirical element.
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5.3.2. Analysis of Satire

a) Satire may be direct or indirect, sometimes the follies may not be clearly

traceable or visible, that could be an idea also; we can understand the

author giving importance to the debate for such ideas may not be exposed

in a couple of sentences, the complete text may be written with that

intention.

b) After identifying satirical elements of a poem or a text, the translator must

analyze them in order to understand the intention/idea behind their use.

The translator thus must try to clearly understand two things, what the

author says and how he says in S.L text.

c) The context plays an important role in understanding the sense of the

satire. Some times, the nearby contexts are enough. But many times the

translator needs to concentrate on the whole text or distant and longer

contexts.

d) All the dialogues, incidents and actions of the characters in a text must be

understood in order to understand the reaction and satirical comments of

the other characters.

e) Each and every dialogue of certain identified characters should be analyzed

carefully, which serve as mouthpiece of the S.L author in order to

understand the satirical comments of the author and the reasons behind

such utterances.

f) The translator must identify the flaws targeted for attack by the author

and list them. He must be a dramatist, and should have the power of

viewing or imagining the facial expressions of such characters while

making satirical comments.

5.3.3. Translation of Satire

a) The translator who ventures to translate a satirical work effectively is not

merely conveying the general ideas or the story of that particular text. His

intention is to show various social events of a particular period, different
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flaws found in an individual or a society and the ways the original author

ridicules them and tries to rectify them.

b) He is not supposed to drastically change the names of the characters,

places of the incidents, which takes place in the original text. He must try

to retain them in his translations, so as to inform the T.L people about the

social and historical happenings in the S.L society.

c) If the translator wants to change the names because of certain reasons,

then he must select a name that also depicts the same characteristic

features behind that name.

d) Historical facts, happenings, cultural events should not be changed. The

readers of such translation read them not simply to know the story of the

original text, but to understand the society and the life style of the S.L

people.

e) Intention of a satirical author is more important than the sentences and the

form he uses in his text. Generally the aim of a satirist is to correct the

society or an individual from the follies and flaws. The translator must

trace out the way they have been criticized by the original author.

f) When a translator wants to select a satirical work for translation, he should

be aware of the historical facts and the social setup of that particular

period of its composition. He must know the nature of the original

author.

g) Satirical element, which was hidden in the names of the character, should

be mentioned in the footnote. Wherever necessary the translator should

mention the historical facts, superstitious beliefs in the footnote, so that to

avoid some confusion for the readers who enjoy the piece of translated

work.

h) Sometimes the satirical tone may not be expressed or clearly stated and

may not be understood by the modern readers. They may appear like

non-satirical sentences. So, the translator should explain the satirical

aspect of the dialogues. And should explain why/how the satire is
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expressed in the footnotes in order to facilitate the target language readers

to appreciate the work.

i) Before publication of the translated text, the translator should read the

whole translation in order to ascertain that the satirical elements are

translated effectively and if the tone is reflected or not. If necessary, he

can give his translation to some evaluators in order to confirm it.

j) When some of the social flaws discussed in the original text, are still

prevailing (existing) in the target society, in some form or the other; the

translator should rectify them and try to change the society.

k) The translation of satire is concerned it is better to avoid over translation,

under translation, addition and deletion unless he feels necessary. When it

comes to satire, mis-translation should be totally avoided.

A Questionnaire has been circulated within the twin cities of Hyderabad

and Secunderabad (see Appendix-l). Based on the views expressed by the

translators in their questionnaire, the above-mentioned suggestions are made.
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APPENDIX -1

Questionnaire for collection of data for Ph.D,. Research from the individuals working in
the area of Translation,

Topic: "PROBLEMS OF TRANSLATING SATIRE FROM ENGLISH TO
TELUGU AND VICE VERSA: A STUDY".

Information provided will be used for research purpose only, a strict
confidentiality will be maintained.

Durga Srinivasa Rao. T
Research Scholar,
Centre for A.L.T.S.
School of Humanities,
University of Hyderabad.

Date:
Place:

1. Identify a Satirical work of your choice before you answer my
questionnaire?

2. Does the work you have chosen employ a variety of literary devices to
achieve it's satirical intention? What are these?

3. As a translator what care do you take while translating satirical work?

4. What suggestions do you give for translating satire?

i



5. Please suggest your opinions in translating the following (in detail) in a
satirical work?
(Can be changed or cannot be changed: give some reasons):

a. Titles and sub-Titles:

b. Proper Nouns (Names of Characters, places, culture specific terms):

c. Historical Facts:

d. Language Used:

6. If the satirical work is Socio, cultural, Religious and political specific, what
would be your suggestions to the upcoming translator?



Ill

Some oftiw meanings for certain literary devices/strategies used in satire are given for
your immediate reference.

Satire: - OED, 1.1. a. States " A poem. Or in modern use some times a prose
composition, in which prevailing vices or follies are held up to ridicule.
Sometimes, less correctly, applied to a composition in verse or prose intended to
ridicule a particular person or class of persons, a lampoon. 1. b. "A satirical
utterance; a speech or saying in ridicule of some person or thing. 2. b. The
employment, in speaking or writing, of sarcasm, irony, ridicule, etc, in exposing,
denouncing, deriding, or ridiculing vice, folly, indecorum, abuses, or evils of any
kind.

Wit: - 1. Intelligence; quick understanding. 2. a. the unexpected, quick, and
humorous combining or contrasting of ideas or expressions. 2. b. the power of
giving intellectual pleasure by this, 3. a. person possessing such a power,
especially, a cleverly humorous person.

Humour:- OED, 2b states that "In ancient and mediaeval physiology, one of the
four chief fluids (cardinal humours) of the body (blood, phlegm, choler and
melancholy), by the relative proportions of which a person's physical and mental
qualities and disposition were held to be determined. 7.a. the quality of action,
speech or writing, which excites amusement; oddity, jocularity, facetiousness,
comicality, fun. 7.b. "The faculty of perceiving what is ludicrous or amusing, or
of expressing it in speech, writing, or other compositon: jocose imagination or
treatment of a subject.

Irony:- OED, 1. "A figure of speech in which the intended meaning is the
opposite of that expressed by the words used; usually taking the form of sarcasm
or ridicule in which laudatory expressions are used to imply condemnation or
contempt. 2. "A condition of affairs or events of a character opposite to what was,
or might naturally be, expected; a contradictory outcome of events as if in
mockery of the promise and fitness of things.

Lampoon:- OED. 1. A virulent or scurrilous satire upon an individual. 2. " To
make the subject of a lampoon: to abuse or satirize virulently in writing.

Farce:- l.a. OED "a dramatic work (usually short) which has for its sole object to
excite laughter 2. Something as ridiculous as a theatrical farce; a proceeding that
is ludicrously futile or insincere, a hollow pretence, a mockery.
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