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Chapter 1

Introduction

1.1. Introduction

This thesis titled “Translatability of Subtitles: An Analysis of Embodiment of Gendered
Spaces in Select Malayalam Films (2014- 2021)” is an attempt to critically read the
representation of embodiment of gender and space in Malayalam cinema and their translation
and representation into subtitles. The study reads ten popular films released from 2014 to 2021.
They are 1) Bangalore Days (2014), 2) Rani Padmini (2015), 3) Godha (2017), 4) Mayanadhi
(2017), 5) Take Off (2017), 6) Ramante Edanthottam (2017), 7) Uyare (2019), 8) Kumbalangi
Nights (2019), 9) Varane Aavasyamund (2020) and 10) The Great Indian Kitchen (2021).
This study aims to understand how reading, as an active process, figures as a translational
strategy. It investigates how the practice of critical reading opens possibilities to subvert
dominant cinematic aesthetics. The films selected for this study were released during the
proliferative phase of ‘New Generation Malayalam Cinema’, which emerged in the 2010s,
marking a paradigmatic transformation in the portrayal of women subjects (Ray and Mochish
2022). This study critically reads these representations and argues that the transformation in
representing the embodiment of gendered spaces in these films signifies a form of feminist
translation. Additionally, the integration of subtitling as an Audiovisual Translation (AVT from

hereafter) strategy was introduced in Malayalam cinema in 2014. This study critically explores
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the contact of two translational operations — intersemiotic and interlingual — and their impact on

reading the representation of embodiment of gendered spaces in select films.

1.2. Research Questions

The study investigates how a critical and situational reading of the embodiment of
gendered spaces, as represented in the post-2014 popular Malayalam cinema, offers possibilities
to question the dominant cinematic representations. The study argues that such an informed
reading of the select AV texts results in a site where knowledge and pleasure, defined and
produced by popular cinema, are subverted.

The study explores how the act of critical reading, though subverting dominant and normative
representations, offers a feminist critique of the representation of women and women’s
experiences that popular cinema has been producing and perpetuating. It argues that, in doing so,

the process of critical and situational reading becomes a form of feminist translation.

The study examines the importance of expressing the representation of the embodiment of
gendered spaces through subtitles. The study analyses how the current practices of subtitling

influence the reading of select audiovisual texts for initiated and uninitiated readers/viewers.

1.3. Research Significance

1.3.1. Locating the Research

Gender criticism emerged in film studies during the 1970s. It was primarily propelled
through the feminist critique of the mainstream narrative cinema. Laura Mulvey, in her “Visual
Pleasure and Narrative Cinema” (1975), contends that narrative films, through the male gaze,

encode the language of the erotic with the dominant patriarchal order, perpetuating sexual
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imbalance (835-837). Kaja Silverman’s The Acoustic Mirror (1988) focuses on women’s voices
in cinema. Silverman points out that voices and speech play a crucial role in reinforcing
normative representations (viii). Teresa de Lauretis has explored the questions of “differences
and tensions between actual, real women, and questions the viability of any universally valid
‘image of Woman’ that conventional cultural productions might claim to disseminate” (Flotow
and Josephy-Hernandez 299). Luise von Flotow and Josephy-Hernandez find that through these
works have investigated varied gender questions in cinema, “relatively little attention has been
paid to questions of gender in the language of audiovisual products, which is, after all, what is

translated, and what translation studies research needs to focus on” (ibid. 300).

They delineate three main approaches with gender as a question in audiovisual translation

studies (ibid.).

o Works focus on the feminist materials in Anglo-American audiovisual products and their
translation into Romance languages,

e Researches that study the difference between subtitled and dubbed versions of
Anglo-American source texts and,

e Studies that explore gay and queer source text materials and their treatment in translation.

Flotow and Josephy-Hernandez acknowledge that the existing research in AVT studies primarily
focuses on verbal elements in audiovisual texts. They emphasise a need to pave a“way towards
studies that take into account of questions of authority and power” (ibid. 306). They also
underscore that “AVT does not occur in a gender vacuum” (ibid. 305). Thus, when addressing
the questions of power and authority, it is imperative to discuss gender. They say that gender is a

“discursive and socio-cultural element affecting any language”, asserting that translational
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operations are both impacted by and influential in shaping gendered representations within

audiovisual content (ibid.).

Any exploration of gender as a sociocultural reality directs attention to the intricate
relationship with the body, as the body serves as the material conduit through which we
experience and express gender. The body operates as a site where cultural inscriptions occur,
playing a crucial role in the formation of identities and differences. These cultural inscriptions
are instrumental in shaping gender, viewing it as an inscription within the broader societal
framework. As individuals embody culturally determined gender roles, they actively contribute
to the reinforcement of cultural ideals that shape and define their bodies. Consequently, these
embodied bodies become active agents in perpetuating and upholding cultural norms related to

gender within a given social context.

As observed by Flotow and Josephy-Hernandez, though there have been attempts to
explore gender questions in AVT, critical investigations into “what is translated” began only in
the late 20th and early 21st century (ibid. 300). The question, “what is translated”, is crucial in
addressing power and authority as translation privileges specific readings of texts. The
performance of bodies on screen makes them spaces and spaced. The gendered inscriptions on
the body as a site can reinforce or challenge normative stereotypes. The gendering of spaces
where these bodies perform also impact the meanings produced. If these representations are not
effectively translated then the politics of the text will be in question. Flotow and
Josephy-Hernandez identify AVT studies that explore gender questions. However, they note that
there are significant gaps, especially when it comes to extensive research which is descriptive

(ibid.). Descriptive studies that connect subtitling and gender studies are practically non-existent.
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This project attempts to understand and problematise how subtitling influences the reading of

representations on screen.

The study investigates Malayalam cinema after 2014 with a critical reading of ten films
released from 2014 to 2021. The study argues that the transformation of representations of
gendered embodiment in select films challenges dominant representational patterns. As they
subvert, rewrite, and transform the normative representations, they become feminist translations
themselves. The study analyses the translation of these representations through subtitles to
critically investigate how they impact the reading of select texts. The study explores how much
of the embodiment and embeddedness of gendered space is communicated through subtitles. The
study also tries to problematise the prevailing practice of subtitling in the Malayalam industry in

communicating the gender politics of the select AV texts.

1.3.2. Importance of the Work

Popular culture plays a pivotal role in shaping and reflecting societal norms. Katie
Milestone and Anneke Meyer draw on the concepts of Theodor Adorno and Max Horkheimer to
state that “films continue to be marketed along the gender lines, stock gender ideologies continue
to come to the fore, and the films are formulaic” (54).

This study explores how embodiment, women’s lived experiences, is represented in the
movies selected for this doctoral project. The select films discuss women from different social
locations and their interactions with the world. The study attempts to read how these experiences
are represented and how a critical reading into the portrayal of the embodiment of gender and
space enables a reworking of meanings.

Reading is not a universalised experience. Karin Littau says that the recent theories on

readings focus on the different meanings produced by different social groups (2006 122). A
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feminist reader, according to Littau, resists dominant ideology and enacts a reader into a feminist
reader (ibid. 136). The study argues that, in resisting dominant ideology and offering new
meanings and interpretations, reading the representation of embodiment of gender and space in
the select texts becomes a feminist translation.

As stated above, the shift in the representation of embodiment concurs with the adoption
of subtitling in the post-production of films in the Malayalam film industry. This study
investigates the potential of subtitles to capture the embeddedness of embodiment in select films.
This endeavour is aimed at understanding the politics and possibilities of audiovisual translation
in general, and subtitling in particular, in addressing the questions of power and privilege.

1.3.3. Rationale of the Select Texts and Timeframe

This research studies ten films released from 2014 to 2021. They are Bangalore Days
(2014), Rani Padmini (2015), Ramante Edanthottam (2017), Godha (2017), Mayanadhi (2017),
Take Off (2017), Uyare (2019), Kumbalangi Nights (2019), Varane Avashyamund (2020) and The
Great Indian Kitchen (2021).

Bangalore Days is the first Indian film that was released in theatres with English
subtitles. The film received popularity across Indian states. The film was the highest-grossing
Malayalam film of the year. It was shown for a hundred days in four theatres in Tamil Nadu and
two months continuously in Hyderabad, Telangana (L. M. Kaushik 2015). The release of
Bangalore Days happened when Malayalam cinema experienced a paradigm shift in the popular
representational patterns in commercial movies. The industry was witnessing the growth of a
clan of films, which came to be known as “New Generation Movies” around 2010. Vijay George
explains the “New Generation Movies” as a set of movies which came after 2009 erased the

“superstar system” in Malayalam cinema. They represent ordinary characters and showcase
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urban-middle-class themes. Many of these movies orient their narratives on female lead
characters. They attempt to revise the dominant perspectives (George 2012). In Malayalam
cinema, as observed by Swapna Gopinath, since the beginning, women characters were
stereotyped and “revealed to be hypocritical and weak, shallow and ridiculously stupid... The
women are depicted as inherently vain, typical of every other female character who populated
the screens during the glorious years of the superstars” (2018). The “New Generation Films”
position female characters in the lead roles and revise their perspectives, offering a possibility of
subversive reading into the representation of women. The release of Bangalore Days in 2014
marks a turning point in the history of Malayalam cinema, where the “New Generation Cinema”
coincides with the incorporation of subtitling in Malayalam films.

The time frame chosen for this study is from 2014 to 2021. During these years, “New Generation
Films” became increasingly the mainstream of Malayalam cinema. The films that showcased
stereotypes during this phase were subjected to scrutiny on the lines of representation of gender
(ibid.). The industry has been pressured to change its approach towards women and the
representation of women. A “superstar movie” Masterpiece that was released with misogynist
content had to contain an addendum in the monologues of the superstar, “But I do respect
women”’, owing to the ongoing discourses on gendered representation in Malayalam cinema
dynamics (Vetticad 2017.). However, the film failed at the box office, and a similar fate followed
films that could not understand the changing dimensions. Popular cinema of the Malayalam film
industry started offering reworked representations of gender and gender roles over the years
(Manuel 11).

In the “New Generation Movies”, “plots revolve around the life in metro cities...

Malayalam movies are increasingly urban in their theme” (Varkey 7). Varkey observes a
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remarkable change in the representation of female characters in these movies. She notes that the
moral framework of dominant Malayalam cinema is dismantled by the “New Generation
Movies”. These movies represent how women experience everyday life, positioning them in
various social situations, not merely within households (ibid.). The select films gained popularity
and critical acclaim for representing various experiences of women. All these films’ narratives
are driven by women and their experiences. These films explore different stages in women’s
lives, from childhood and puberty to old age. They challenge the normative representations of
these periods. The shift in representing gendered spaces and embodied spaces coincides with the
introduction of subtitling as a post-production aspect in Malayalam cinema. These years
witnessed the arrival of Malayalam films on OTT platforms such as Netflix, Amazon Prime
Video, Disney Hotstar etc, where subtitles are available for every cinema. Malayalam popular
films gained wider popularity during the COVID-19 pandemic through various OTT platforms
(Maneesha 2023). The film, The Great Indian Kitchen, was released directly on an OTT
platform. This study fixes its timeframe from introducing subtitling into the film text with its
theatre release to introducing an exclusive OTT platform for Malayalam cinema. Such an
exclusive OTT platform implies the inevitability of incorporating audiovisual translation
strategies into the production of cinema in Malayalam.

This study analyses how translation, as an intersemiotic and interlingual tool, works in
select films while two parallel developments were arising in the cinema — the shift in

representing gendered and embodied spaces and subtitling as a post-production aspect.

1.4. Research Scope and Objectives

The objectives of the study are:
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e To critically and situationally read the representation of embodiment of gendered spaces
in the select AV texts,

e To understand reading as a feminist translation strategy that operates to subvert the
dominant discourses and patriarchal stereotypes,

e To study the reworked gendered meanings, transformation of gendered spaces and
rewriting of embodied spaces through feminist translation perspectives,

e To examine the subtitling practices in Malayalam cinema by tracing the history of
subtitling in the Malayalam industry and its intersection with the reworked
representations of embodiment of gendered spaces in Malayalam cinema,

e To explore the potential of subtitling to translate the re-representations of embodiment of
gendered spaces in the select AV texts,

e To study how subtitles influence the reading of embodiment of gendered spaces in the

select texts for informed and uninformed readers/viewers.

1.5. Methodology

This research is a descriptive study of the select audiovisual texts. Part of the thesis is a
mixture of analysis and description of how embodiment is portrayed on screen and translated
through subtitles in select Malayalam films. As this project analyses the representation of
embodiment of gender and space in Malayalam cinema and subtitling, the study refers to the
related theories of embodiment, gender, space, representation, translation and subtitling. The
study focuses on women as the main conceptual category; thus, this thesis will refer to feminist
approaches. The arguments of this study are primarily drawn from theories of AVT, Feminist
Translation Studies, Feminist Geography, and theories of embodiment. These questions will be

explored through the concept of discourses and discursive formations of Michel Foucault.
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This study critically reads ten popular Malayalam films released from 2014 to 2021. As
introduced in the previous sections, there has been a remarkable transformation in portraying
gender, embodiment and gendered spaces in Malayalam cinema since the 2010s and following
the emergence of “New Generation Malayalam Films”. With the incorporation of complete
subtitling for their theatre/OTT release, these films demand critical attention to understand how
the transformation representational patterns are understood by and translated through subtitles.
How Malayalam cinema, after the 2010s in general, and the select texts in particular, represent
gendered spaces and embodiment is explored through the lens of Critical Discourse Analysis
(CDA). CDA is employed to identify the time frame and critically select film texts that challenge
normative representations of gendered embodiment. CDA examines the ‘dialectical relationship’
between language, society and power (Fairclough 1995). The frame of CDA allows us to
understand how discourse, embodiment of gendered spaces in the select films, deconstructs
dominant meanings and contends established power structures. How gendered bodies are situated
in cinematic spaces within specific locations- both physical and social- are understood through
the lens of CDA. CDA shed insights into how the dominant and normative discourses clash with
feminist ideologies, reproducing resistance to power and authority.

The study incorporates Feminist Post Structural Discourse Analyses (FPDA) to read the
representations of embodiment of gendered spaces in the select AV texts. FPDA focuses on the
shift in power dynamics.FPDA covers the criticism of CDA for downplaying gender questions
and extends its scope to understand positionality, agency, and resistance. These questions are
integral in studying the embodiment of gender and space. Drawing theories from feminist
geography, the study understands how spaces are gendered. The concepts from Henry Lefebvre

(1997), Linda McDowell (1999), Gillian Rose (1993), Doreen Massey (2009), Seeamanthini
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Niranjana (2004) and Saraswati Raju and Kuntala Lahiri-Dutt (2011) are extensively drawn to
contextualise space, gender and power. The representation of embodiment of gendered spaces in
the select films is examined through the act of critical reading. The theories of Karin Littau
(2006), Judith Fetterely (1978), Kay Boardman (1979), and Jaqueline Bobo (1988) are employed
to carry out a critical and situational reading of the select film texts. This act of contextual
reading of the select AV texts open possibility to study how the representations of gendered
embodiment in the select texts offers reworked meanings. The representations of gendered
embodiment are studied through the theories of Setha M. Low (2017), Meenakshi Thapan
(1997), R. W Connell (2014), etc.

Additionally, a variety of concepts on specific forms of embodiment are drawn to detail
the representations. The study argues these representations challenge and subvert the dominant
representations of gender, embodiment and gendered spaces in popular Malayalam cinema. The
study incorporates the concepts from feminist film studies, especially that of Nataniel Fullwood
(2015), Laura Mulvey (1989) and Meena T. Pillai (2010), understand the transformation in
representing women on screen. When they combat the normative portrayals and patriarchal
stereotypes, the representations of embodiment of gendered spaces in the select films become
feminist translations. In order to establish this argument, the study integrate the theories of
reading with feminist translation theories. The theories and concepts of Barbara Godard (1989),
Luis von Flotow (1991 1997 2017), and Rosemary Arrojo (2007) are extensively used to
understand the reworked representations as Feminist translation. Maria Tymozcko’s (2016) and
Tejaswini Niranjana’s (1992) approach to translation as combating the power arrangements are

also employed in the study. The frame of FDPA, which integrates these theories and concepts,
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facilitates the study to critically understand “the possibility of new meanings, richer
understandings and alternative insights into gender identities...” (Harrington et al. 11).
The study understands the developments and current trends in Audiovisual Translation Studies
through the theories and approaches of Carol O’Sullivan (2011), Michael Cronin (2006), Jorge
Diaz-Cintas (2014), Marcella de Marco (2012), Henrik Gottlieb (2010), and Yves Gambier
(2016). The feminist approaches in audiovisual translation strategies, particularly of Luis von
Flotow are also referred in the study.

In addition to the above, the study closely follows the 9th edition of the Modern

Language Association- MLA guidelines for documentation and referencing of the resources.

1.6. Select Literature Review

This dissertation builds upon a foundation of conceptual categories such as Audiovisual
Translation, feminist Translation, Feminist Reading theories, theories of embodiment and
Feminist Geography. While comprehensive reviews of references will be discussed in the main
chapters, this section will detail only the foundational concepts that shape the theoretical
framework of this study.

1.6.1. Body, Space and Embodiment

The body is an integral part of one’s lived experiences. The connection between gender,
space and embodiment weaves an intricate tapestry that shapes women’s experiences in the
world. Women navigate their agency, their bodies and identity in the physical and metaphorical
spaces they inhabit. Subjectivity is always embodied as our understanding of the self, others, and
the world is inseparable from the physicality of our being. By the mid-1980s, anthropology saw
the rise of “the body” as a subfield with the understanding that exploring the discourses on the

body is essential for comprehending issues of power and oppression.
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Bodies are at once space and spaced. The body is a space in itself; a site where cultural
ideas, identity and differences are inscribed. Simon de Beauvoir considers the body “not a thing,
it is a situation” (2012 68). The ‘space’ of our body is encoded with ‘maps of desire, disgust,
pleasure, pain, loathing, love’ (Pile 209). Elizabeth Teather argues that “the body is both object
and target of power, and the manipulation of the body is carried out in the context of a powerful
field of discourses...” (9). Teather refers to Foucault and states that Foucault has envisioned the
body as a “political field” (ibid.). The body is a space where discursive and physical institutions
play a significant role in shaping the body and the “embodied structure of subjectivity” (Braidotti
78). The body encapsulates societally prescribed gender roles and cultural norms, subsequently

perpetuating these cultural ideals.

The bodies are physical entities with internal experience and positioned within external
contexts and environments. They actively engage in and are influenced by the social dynamics of
their surroundings. Our surroundings, the spaces in which we are situated, are more than a
physical structure connected to social arrangements. It is an integral component that constitutes
the very fabric of social existence. Seemanthini Niranjana looks at space as “not just a physical
form that may then be linked up with social structure but is very much the stuff of which social
life is made” (37). Niranjana highlights the significance of viewing space as a framework for
situating social relations. This perspective enables an understanding of gender (and other social)
relations as processes that are both constructed and negotiated spatially. How social relations
unfold is closely tied to the physical and conceptual spaces within which they occur. Niranjana
emphasises on the spatial context as a crucial factor in shaping and influencing the construction

and negotiation of social relationships, particularly gender (ibid.). Niranjana details how space
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acts as a site where norms, ideals and ideas of femininity are constructed and performed. She

says space becomes “a practising ground that anchors and directs female lives” (ibid. 38).

According to Doreen Massey, “social relations are bearers of power” (31). She also states
that spatial forms are important elements in the geography of power relations. The arrangement
of spatial forms plays a crucial role in constituting and shaping power. The spatial structure is not
only a backdrop for power dynamics but is also actively engaged in forming and representing
power (ibid.). As spatial form is a significant element in the constitution of power relations, so is
it with the construction of gender. The organisation of spaces often reinforces gender norms.
Societal institutions contribute to the geography of power relations. These institutions play an
active role in perpetuating societal norms regarding gender and influence how individuals

navigate and perform their gender identity.

Our everyday experiences are shaped through the interaction of embodied and gendered
spaces. The discourses and representation of these spaces play a significant role in discussing
how power and privilege manifest. This research focuses on women as the main subject of the
gender paradigm. Therefore, the study explores how women’s personal and social worlds are
defined and represented. Popular culture plays a pivotal role in shaping and perpetuating societal
norms. Cinema, being a main aspect of popular culture, serves as the practice of social

representations (Levin and Wang 24).

The representation of femininity in Malayalam cinema has been in the centre of feminist
concerns since the 1990s. Meena T. Pillai points out that cinema has become vital in all studies
dealing with the women’s question today. She says, “with its capacity to create and then
celebrate or berate types while rejecting others, allowing them to be moulded and defined by

hegemonic social structures, and in the process unconsciously assisting in the production of these
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hegemonies” (16). In her article, “Masculinity to Modernity: Performing Modernity and Gender
in Malayalam Cinema”, Pillai says, “Most Malayalam box-office hits of the post-1990’s ensure
the erasure of women from the public spaces, marking them exclusive male territories” (110).
She observes “as more and more women in Kerala become better educated and step out into the
domain as technocrats, bureaucrats and career women, cinema has started echoing a typically
male fear of being suppressed/dominated by the woman. So, it is almost as though the more
women become aware of their rights, the more they claim independence and autonomy in real

lives, the more cloistered they become in screen representations in Malayalam cinema” (10).

With the emergence of “New Generation Films” around the 2010s, Malayalam cinema
witnessed a revision in representing gender and gender roles. These films continued to
deconstruct the existing patriarchal structures and normative constitution of femininity
(Ananthakrishnan and Siri 16). Karimpaniyil and Koudur argue that “the new generation
Malayalam cinema foregrounds the empowered female self. The empowerment the female self
achieves is an arduous and embattled journey in search of autonomy of the body, spatial mobility,
and a violence-free environment...” (1). This research stems from this crucial phase in
Malayalam cinema, which prompts the viewers to actively participate in re-evaluating
embodiment of gendered spaces portrayed on screen. The examination of how viewers read these
transformed female subjectivities and decode the reworked definitions and meanings forms the

basis for conceptualising this study.

1.6.2. Reading as Translation
The process of reading, as approached by the post structural theorists, is not a
universalised experience for all readers. The shifted focus from ‘a textual notion reader to a

contextually situated reader’ in the 1980s dismantled the idea of a ‘universal reader’ (Littau
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122). Littau refers to Andrew Bennet to state that readers from different social groups produce
‘differences of reading’ (ibid.). Littau observes that “readers do not all read in the same way, but
are different” and that “women might read differently from men" (ibid. 123). According to Judith
Fetterley, the textually implied reader is male ( xii). She argues that women are subjected to the
process of immasculation by androcentric works and thereby have become compelled to ‘identify
against herself” (xx- xii). Meena T. Pillai, while tracing the history of Malayalam cinema,
observes that “Malayalam cinema shows a remarkable propensity to stereotype women
characters. Serving a hegemonic function, these stereotypes strive to naturalise and legitimise the
gender hierarchies existing in society...” (22-23). It could be derived from Pillai’s observations
that the female readers of Malayalam cinema have been put through what Fetterley terms as
immasculation. Fetterley calls for female readers to be ‘resisting readers’ while engaging with
such texts (xxii). A resisting reader “not only reads against the grain, but also produces a number
of alternative readings from within the text” (Boardman 208). The negotiation of meanings
between reader and text is crucial in the case of media texts. Karin Littau observes, the
encounters of the audience with media texts involves “an active process of negotiation, thus
enabling critics to locate differentiation in response in subjects rather than texts” (136). Littau
differentiates between an informed reader and an uninformed reader in navigating meanings
from texts. She distinguishes between female readers who enact themselves as feminist readers
and/or professional critics in resisting dominant ideology and the ‘actual female readers’ who are
presumed to be inherently activists (ibid.). Jaqueline Bobo’s concept of transforming reading
into ‘an act of making strange’ (96) and Mulvey’s idea of ‘passionate detachment’ (18) become
crucial in this context. The underlying idea is that adopting these strategies is crucial for a

politics of reading, particularly in the context of feminist discourse.
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These strategies alert the woman reader to the concerns and perspectives of the feminist
reader. By encouraging a critical and reflective distance, the act of reading becomes a dynamic
tool for political awareness and engagement, allowing readers to navigate texts with a
consciousness of feminist considerations and perspectives. These strategies, especially Mulvey’s
‘passionate detachment’ aims at countering the male gaze. By disallowing identification, these
approaches will contest the possibilities of immasculation. These negotiations, that rework

meanings and give birth to alternative interpretations, then, become feminist translation.

Feminist translation is conceptualised as a radical framework where individuals are not
only represented through language but also actively shaped and constituted by it. Translation, in
this perspective, is a transformative process where new meanings are generated. Barbara Godard
suggests that the translator, who rejects the role of ‘a passive amanuensis’, instead positions
herself as an engaged reader and a ‘co-producer of meaning’ (3). Hence, according to Godard,
the feminist reader, who actively resists dominant ideologies and produces alternative
interpretations of texts, is a translator within the framework of feminist translation theories. A
feminist translator, in producing interpretations and reworking meanings, ‘subverts the
monologism of the dominant discourse’ (ibid. 44). The dominant discourse has long erased the
presence of women and has muted their voices in Malayalam cinema as observed by Pillai. Any
evaluation of the history of representation of gendered and embodied spaces in Malayalam
cinema will bring forth the inequal power arrangements in portraying women and their
experiences on screen. The critical reading of the dominant ideology of texts must encounter
these questions of power and inequality. Maria Tymozcko’s observations on translation explores
the distribution of power arrangements in culture and representations (2014). Tejaswini

Niranjana’s approach to translation as a political operation which acts on inequal power relations
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and othering (1992) also follows a similar line. When translational operations provide a site for
power arrangements to contest and visibilise the marginalised subject in general, and women in
particular in the process, it becomes feminist translation. In Flotow’s words, the main target of
feminist translation is to “deconstruct the conventional and prescriptive patriarchal language in
order for women’s words to develop, find a space and to be heard” (Flotow quoted in Arrojo
2007 10). According to Godard, feminist translation has two objectives; to voice “what has

hitherto been unheard of” and to “displace the dominant discourse” though repetition (46).

Tymozcko’s consideration of translation as metonymy, where the metonymic characters
offer possibilities of correction and retelling of marginalised texts for its original audience (47),
holds significance in the context of the representation of women and their experiences in the
“New Generation Films” and their derivatives in Malayalam cinema. These films can be seen as
reinterpretations or rewrites of the prevailing representations of women in mainstream cinema.
By adopting metonymic elements, they open avenues for correction and retelling, offering
alternative narratives that challenge and reshape the dominant portrayals of women. The study

attempts to read these re-representations as feminist translation.

1.6.3. Feminist Translation

Feminist translation is defined as a radical framework wherein individuals are not merely
represented through language but actively shaped by it, constituting a transformative process
generating new meanings. Barbara Godard emphasizes that the feminist translator, rejecting a
passive role, positions herself as an engaged reader and a co-producer of meaning (7ranslation,
Semiotics, and Feminism 3). In Godard's perspective, the feminist reader actively resisting
dominant ideologies and producing alternative interpretations is, therefore, a translator within

feminist translation theories. This process, involving the production of interpretations and
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reworking of meanings, subverts the monologism of dominant discourse (ibid. 44). The historical
erasure and silencing of women's voices in Malayalam cinema, as noted by Pillai, becomes
apparent when evaluating the representation of gendered and embodied spaces on screen,
revealing unequal power arrangements. Maria Tymoczko and Tejaswini Niranjana explore the
power dynamics in translational operations, with Tymoczko viewing translation as metonymy,
allowing correction and retelling of marginalised texts (2014). In this context, the “New
Generation Films” in Malayalam cinema, reinterpreting representations of women, can be
considered feminist translations, contesting prevailing narratives. Tymoczko's metonymic
approach aligns with the corrective nature of these films. According to Godard, feminist
translation aims to voice the unheard and displace dominant discourse through repetition
(Translation, Semiotics, and Feminism 46). The study extends these considerations to the realm of
"New Generation Films" as metonymic reinterpretations challenging mainstream representations

of women, proposing an analysis of these films as instances of feminist translation.

1.6.4. Subtitling and Feminist Translation

The representational shift in Malayalam cinema, that emerged around 2010, crosses path
with the introduction of subtitling in films with Bangalore Days (2014) becoming the first Indian
film to be released in theatres with English subtitles. How the retelling/re-representing of the
gendered spaces and embodied spaces in these films are expressed in subtitles evoke an
academic interest. The academic focus on the subtitling practices in Malayalam cinema is a
recent phenomenon. Minu Sara Philip’s doctoral dissertation (2017) has attempted to overview
how the Malayalam cinema industry has approached subtitling as an audiovisual translation
strategy. Philip’s attempt is to study how various aspects of cinema such as film songs, humour

etc. are translated into subtitles, focusing on the idea of fidelity in translation. Muhammed Ali E.
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K., in his doctoral research, investigates how the subtitling strategies in Malayalam cinema
“influence the communication of cultural, political and ideological meaning of films and
determine the way audience watch them” (5). Ali deals with culture specific references as a
broader category. This study, however, explores specific questions on body in exploring how the

representation of embodied and gendered spaces in select films are expressed though subtitles.

1.7. Chapter Organisation

Apart from the introduction and conclusion, this dissertation has four chapters. The
second chapter is titled “Subtitling and Indian Cinema with a Focus on Malayalam Industry.”
The chapter is organised in two parts. The first part of the chapter traces the history of subtitling.
It gives a brief overview of the emergence of audiovisual translation, particularly film
translation, and its branching out. It discusses the arrival of subtitling and how subtitling became
the most sought out audiovisual translation strategy for films. This part explores the introduction
of subtitling in Indian cinema and the proliferation and popularisation of subtitling in Indian

cinema, with a focus on Malayalam cinema industry, after the emergence of OTT platforms.

The second part of the chapter explores AVT with respect to subtitling as an academic
discipline. It outlines the studies that have emerged interfacing gender and AVT, with a critical

focus on subtitling.

The third chapter contextualises gender, space and embodiment. It is titled “Gender and
Space: Embodiment and Representation in Malayalam Cinema”. This chapter studies how “the
body” emerged as a focus of academic interest. The discussions in the chapter underscore that in
order to understand the questions of power and oppression, it is imperative to address the

discourses and representations of the body. This chapter identifiesthe body as a site where
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culture makes its inscriptions, and argues that such cultural inscriptions forms identities and
differences. Thus, gender may be seen as inscriptions on bodies. By embodying societally
determined gender roles we reinforce cultural ideas in shaping our bodies. And then these bodies
perpetuate the cultural ideal. Judith Butler (1990) defines gender as performative, constituted
through repeated acts that are part of a discourse. She argues that as individuals perform and
articulate gender through linguistic frameworks, language shapes these discursive formations.
Susan Bordo (1993) postulates that cultural discourse shapes our perceptions of the body,
particularly with respect to gender. Bordo contends that body itself becomes a site of
performances as every bodily practice is a performative act. Emphasising gender as discursive

and performative, Butler and Bordo highlight how they impact sociocultural institutions.

In everyday life, embodiment manifests as tangible and communicative bodies,
experienced through lived interactions. The encounters of embodied and gendered self occur not
only at the crossroads of diverse subjectivities but also at various junctures of political
consciousness and location. Embodiment is about subjectivity, agency, political consciousness

and experience.

Women'’s political and social worlds are defined in terms of home, family, maternity and
workplace and their lived experiences through various phases of their lives. The chapter studies
how these phases of women’s lives and their sociopolitical worlds are represented in popular
culture, particularly in cinema. The chapter overviews the representation of gendered

embodiment in Malayalam cinema.

The fourth chapter, “Embodiment and Representation: A Study of Select Texts”, studies
ten Malayalam films released from 2014 to 2021. The select films are Bangalore Days (2014),

Rani Padmini (2015), Ramante Edanthottam (2017), Godha (2017), Mayanadhi (2017), Take Off
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(2017), Uyare (2019), Kumbalangi Nights (2019), Varane Avashyamund (2020) and The Great
Indian Kitchen (2021). The chapter has two parts. The first part of the chapter attempts to
critically read the representation of varied forms of embodiment in these film texts. The chapter
offers a descriptive textual analysis of the select films. The second part of the chapter utilises
feminist theories of reading to negotiate with the meanings encoded in the representation of
gendered spaces and embodied spaces in the select texts. It attempts to establish that such a
critical reading, informed by feminist theories, subvert the popular and dominant forms of
knowledge and pleasure. The chapter analyses how critical reading offers possibilities to
understand the transformation of gendered and embodied spaces as represented by the select
films. It also unveils how dominant expectations of gendered performances are rewritten in these
narratives. Reading of the select texts also helps to understand the revision of old texts from a
new and critical directions. The chapter studies how the subversive reading offers a feminist
critique of popular Malayalam cinema’s representation of embodied and gendered spaces. It
argues that the reworked meanings that emerge through the critical and subversive reading

establish becomes a form of feminist translation.

The fifth chapter is “Subtitles, Malayalam Cinema and the Manifestation of
Embodimen.” . The chapter analyses how embodiment of gender and space, as represented in the
select films, is expressed through subtitles. The chapter aims at studying how much of the
embeddedness of the gendered spaces is articulated through the subtitles. It critically examines
what happens when embodiment in all critical nuances is not articulated. It discusses the
potential of subtitles to capture the “unheard/unsee.”. The chapter attempts to problematise the

politics of the texts for initiated and uninitiated readers/viewers.
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The sixth chapter, “Conclusion”, summarises the observations of the study. It discusses
the challenges and limitations of the study in investigating the research problems. It also outlines

the future possibilities to explore the representation of embodiment through subtitles further.
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Chapter 2

Subtitles and Indian Cinema with a Critical Focus on the Malayalam Industry

2.1. Introduction

This chapter is divided into two parts. Part I of the chapter delves into the historical
trajectory of subtitling in Indian cinema, with a critical focus on the Malayalam film industry.
The intent of this part is to critically investigate the introduction, growth and development of
subtitling as a branch of audiovisual translation and, to study the role of subtitling as an

academic discipline within Translation Studies.

The second part is devoted to understand the intricacies of the gender representation
within audiovisual translation with a specific focus on subtitling practices. This part sets out a
critical inquiry into the existing gaps in the interface of gender and audiovisual translation
scholarship. The objective of this chapter is to study the significance of audiovisual translation
methods in reading the representation of gender, gender performances and embodiment of gender

on screen.

Part1

2.2. History of Audiovisual Translation

Ever since the advent of cinema at the end of the 19" century, audiovisual productions
have been not only a major source of entertainment for audience all over the world but

they have also been used as an innovative way to communicate ideas, to sell products, to
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promote artistic material, and to transmit all sorts of information. From the very
beginning, films and other audiovisual products (television series, documentaries,
videogames, and the like) have crossed borders and travelled across countries to reach
global audiences, thus overcoming cultural and linguistic differences. Given that not all
viewers can enjoy the audiovisual material as originally envisaged by its director or
creator, successful communication in this regard has only been possible thanks to

translation

(Diaz- Cintas 3)

From the very early years of cinema, the industry had employed people to explain the
content on screen. Until the mid or late-1910s, such a practice was active in the United States
and Europe. They were called ‘bonimenteurs’' in France, ‘conferenciers’? in Quebec and
‘benshis’ in Japan (O’Sullivan and Cornu 16). O’Sullivan and Cornu refer to Nornes to find that
among all the film interpreters, the ‘benshis’ were who could capture the attention of researchers
the most due to the cultural and historical specificities of the country. (ibid. 16). The translation
of foreign films into English could also be found during the 1900s in the USA where “titles were
read from the screen aloud and translated into a dozen languages” by the film explainers
(Brownlow 11). The technology of synchronised sound® was first introduced in American films.
Hollywood talkies witnessed a rapid increase in viewership outside their original linguistic

region, demanding solutions to effectively maintain their distribution worldwide. Since the

! Meaning “yarn spinners”
? Meaning “lecturers”
? Synchronised sound refers to sound that correspond to the action on screen
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talkies* started in America, the initial process of subtitling was done from English to other

languages (Low 91).

The practices developed across the world to enhance the worldwide distribution of films

can be broadly categorised into two:

...adding written texts in the form of titles superimposed onto the film or projected on an
adjacent screen; or replacing the original dialogues with lines spoken in languages that
could be understood by local audiences. Adding titles that could be read simultaneously
with hearing the characters speak became known as subtitling. Changing the spoken
language of the film was achieved through two main strategies: the ill-fated multilinguals

and the much more enduring dubbing process

(ibid. 18).

Multilinguals® cost huge amounts to the production team. Since the storyline was
standardised, they soon ceased to satisfy the target audience as they could not cater to the cultural
diversity. Multilinguals were short-lived due to these adverse factors. Dubbing is defined as
“replacing the original dialogue and actors’ voices with new lines in the languages of the
countries where the film was to be released” (ibid.). The development of audiovisual translation
varied from country to country. Many European countries and the USA, where the major film
industry had already been established, preferred dubbing. Countries with smaller film
infrastructures whereas favoured subtitling. “Subtitling may be defined as a translation practice

that consists of presenting a written text, generally on the lower part of the screen, that

* Talkies refers to films with synchronised speech and sound. The first talkie is The Jazz Singer (1927)
3« ..the same story and dialogue would be shot in a number of languages, using the same technical crew, but
changing the cast for each different language” (O’ Sullivan and Cornu 2012 18).
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endeavours to recount the original dialogue of the speakers, as well as the discursive elements
that appear in the image (letters, inserts, graffiti, inscriptions, placards, and the like), and the
information that is contained on the soundtrack (songs, voices off)” (Diaz- Cintas and Remael 8).
In addition to these strategies, intertitles® were also in practice during the early transition phase,
when talkies from countries that do not speak English found circulation in English-speaking
countries. Intertitles were employed in several Hollywood films where incidental foreign
language dialogues were used. The Film Society in Britain also experimented with intertitles.
However, O’Sullivan and Cornu observe that the practice of intertitles was only for a brief span
of time (18).

2.2.1. History of Subtitling

The extant documentation concerning the early translation practices employed in
subtitling during its formative years is notably scant, thereby posing challenges in identifying the
pioneers of early subtitling practitioners and their approaches. The title cards’ used for narrative
exposition in silent cinema can be traced back to as antecedents to contemporary subtitles. These
title cards were interspersed between scenes, as precursors to the interplay between visual and

textual elements.

O’Sullivan and Cornu find that “subtitling may have begun in the United States with
Herman Weinberg, who certainly claims credit for being the first working subtitler in New York;
the first film he subtitled was Zwei Herzen im 3/4 Takt (Two Hearts in Waltz Time) by Géza von

Bolvary in 1930 (ibid. 21). The major markets of Hollywood films were European countries,

® Intertitles are pieces of filmed text inserted into a film. They were prominent during late 1980s to late 1920s when
films lacked synchronised sound.

7 List of titles were shipped from Hollywood along with the prints to the various distributors, who would translate
them and distribute in studios (O’Sullivan and Cornu 16).
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thereby catalysing the inception of subtitling strategies within these countries. Initial cinematic

works that employed subtitles are noted for their sparse use of subtitles.

Freire notes that films subtitled into English for audiences in the UK and the USA and
films distributed in Brazil with Portuguese subtitles during this early period characteristically
contained only a minimal number of subtitles. They intended to convey only succinct summaries
of the spoken content (191). However, the foreign films subtitled inFrench were soon found to
exhibit a higher density of subtitles. O’Sullivan and Cornu refer to Suzzanne Chantal’s®
observation that practises among subtitlers varied significantly. Some opted for a minimalistic
approach with concise subtitles, whereas others aimed for a more comprehensive subtitling
strategy, translating all spoken dialogues into subtitles (21). The initial forays into English
subtitling in the United Kingdom are believed to have been undertaken with the films
Kameradschaft (directed by G.W. Pabst, 1931) and Mddchen in Uniform (directed by Leontine

Sagan, 1931), which were introduced with subtitles in 1932.

2.2.2. History of Subtitling in India

The choice between dubbing and subtitling in audiovisual translation is not governed by
universal criteria but rather by country-specific or industry-specific considerations. Factors such
as the target audience, their linguistic and cultural preferences, and the industry's economic
viability play significant roles in determining the preferred strategy. In many European countries,
subtitling is favoured due to the predominantly monolingual population. However, the situation
differs in India, where films are produced in approximately 40 languages annually. In the year

2022 (which is the last updated year on the website), 39 Indian languages have produced films

8 Suzzanne Chantal is a seminal figure in the field of French subtitling active during the 1930s
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(Film Federation of India). In India, remakes are more prevalent than dubbing and subtitling.
Additionally, dubbing is a common strategy within the film industries of southern states in India

(Paul 2017).

The origins of employing audiovisual translation strategies, particularly dubbing and
subtitling, could be traced back to the television’s introduction in 1959. Doordarshan telecasted
a regional movie every Saturday, apart from the Hindi movie they regularly showed on Saturdays
and Sundays during the 1980s and 1990s. These films, mostly the recipients of the National Film
Award, were telecasted with English subtitles (Chintamani 2016). In 1993, Doordarshan
screened the movie Salaam Bombay! (1988) with multilingual subtitles at the same time.
Paulami Sengupta notes, “The dubbing and subtitling industry in India was founded due to the
television business’ need to leverage a variety of content from within different markets in the
country. Indian viewers first tasted dubbed content thanks to Discovery World. In the early 90s,
dubbing was predominantly restricted to kids’ animation content by Disney. This was then

picked up by private broadcasters as a fixed slot for kids” (2018).

The evolution of subtitling in India has been gradual, with early limitations. Shephali
Bhatt says that when producers such as Warner Bros. started adding subtitles to their English
films for India, “some of these subtitling happened locally because back then, subtitles were
laser-printed at the bottom of a film’s reel, letter by letter, frame by frame. So, the process
depended on how many film prints a distributor could sell. The scope was limited. India was
essentially a dubbing market. Subtitling was a last-minute job, rarely given to professionals.

Writers who didn’t know any better would attempt literal translations™ (2019).
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The appearance of complete subtitles in movie theatres is a very recent phenomenon in
India. Bangalore Days (2014), a Malayalam movie, is the first film to be released in theatres with
English subtitles. Sultan (2016) is credited as the first Bollywood movie to be released with
subtitles. Minu Sara Paul notes in her thesis that many of the multiplex chains in India consider
subtitling very important. She quotes the CEO of PVR Pictures to point out the fact that the
audience for Malayalam and Marathi films is growing evidently in the context of Delhi as they

come with English subtitles (17).

The rise of OTT platforms has further fuelled the growth of the subtitling industry in
India, as producers and distributors seek to reach a diverse audience across different linguistic
backgrounds. Subtitling serves as an effective means to bridge language barriers at a nominal
cost, catering to both early migrants and viewers from other states who may not be well-versed

in the language of the film (Babu 2019).

2.2.3. History of Subtitling in Malayalam Industry

The relatively lower cost of subtitling compared to dubbing often leads smaller industries
to choose subtitling as their preferred method of audiovisual translation. In India, many regional
film industries, including Malayalam cinema, tend to favour dubbing over subtitling. However,
in theatrical releases, Malayalam films utilise subtitling more frequently than dubbing. The trend
began with the release of Bangalore Days (2014), which became the first Malayalam movie to

feature subtitles.

Anjali Menon, the director of Bangalore Days (2014), discusses the preference for
subtitling over dubbing in her blog post titled “Translate Please!” (2009). While many films
receive subtitles for panorama or film festival screenings, theatrical releases often lack subtitles.

Menon made a deliberate choice to release Bangalore Days with English subtitles in theatres
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outside Kerala. According to Saraswathy Nagarajan's article "Rise and Fall of the Stars" (2015),
Bangalore Days was a resounding success, particularly in metro cities where it was screened
with subtitles. Similarly, Aravind Nambiar, a distributor, described the film in the Hindustan
Times article “2014: When Little Gems Outclassed Big Guns in Southern Cinema” (2014) as the
most widely viewed Malayalam film of recent times, emphasising its success both domestically

and internationally, aided by English subtitles.

Following the success of Bangalore Days (2014), Premam (2015) achieved even greater
success outside Kerala, drawing large audiences, particularly among Telugu viewers who eagerly
queued up for the film with English subtitles (Ashwin). The popularity of these films has
extended the careers of their actors beyond their primary audience, showcasing the strength of
subtitling in expanding the reach of Malayalam cinema. Recognising this potential, most
Malayalam films released outside Kerala are now subtitled. Examples include Vikramadityan
(2014), Njan Steve Lopez (2014), Ennu Ninte Moideen (2015), Kohinoor (2015), Charlie (2015),
Kali (2016), Jacobinte Swargarajyam (2016), Kammattipaadam (2016), Pulimurugan (2016),

Oru Mexican Aparatha (2017), and Godha (2017).

2.3. Over the Top Platforms (OTT) and the Growth of Subtitling in the Malayalam

Industry

The scenario of film translation in India, particularly for films from Southern film
industries, is undergoing a significant transformation with the advent of streaming platforms.
Historically, Indian film industries have favoured dubbing over subtitling. However, a survey
published by The New Indian Express on 7 July 2019 reveals a shift in preferences. According to

the survey, “a large majority of Indian video consumers prefer watching subtitled content to
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dubbed versions ... more than seven in ten people in India (72%) prefer watching content in
languages other than the ones they speak or understand with subtitles” (Sharma 2019).
Additionally, the survey found South India exhibits the greatest preference for subtitled content

among all regions, with 82 per cent of respondents favouring subtitles.

Shephali Bhatt observes that in the last two years, global streaming platforms such as
Netflix and Amazon Prime have disrupted the subtitling scene in India. These platforms aim to
expand their audience base by localising their existing content primarily in English. Subtitles
have emerged as the initial step in this direction due to the significantly lower cost compared to
dubbing. Bhatt notes that the majority of subtitling work in India involves translating content

from seven major regional languages to English (2019).

Anne Philip, in an article for LiveMint, highlights the increasing discovery of Malayalam
films on OTT platforms, particularly during the lockdown period. The official entry of Jallikattu
to the 2021 Oscars marked a period of renewed interest in Malayalam cinema (2021). Philip
notes that Amazon Prime Video has added seven originals and several direct-to-streaming
Malayalam films since mid-2020. She quotes industry insiders to emphasise the steady growth in
the audience for Malayalam films outside Kerala and the pivotal role of subtitles in facilitating

this growth (ibid.).

Shyam Pushkaran, a National Award-winning screenwriter, emphasises the importance of
nuance in film translation, stating that “for writers and filmmakers, nuance is critical” (Philip
2021). Dr. Indumathi S, an academician and researcher in film studies says subtitles “enhance
cinematic experience” (Indumathi cited in Prince 2021). She identifies subtitles as a crucial
factor in understanding visual storytelling and stresses the importance of concise and clear

subtitles to prevent interference with the comprehension of the film (ibid.). Suresh Babu, who is
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part of the team that did subtitling for The Great Indian Kitchen, identifies several challenges in
film subtitling in the Malayalam industry. He points at the absence of a professional team to
write subtitles in Kerala who understands the objective of subtitling to “provide context
according to sound, mood and emotion of the dialogue” (Babu cited in Prince ibid.). These

limitations are still prevalent and impact readers'/viewers’ reading of the films.

Part 11

2.4. Gender and Audiovisual Translation

Audiovisual translation has increasingly gained scholarly attention as an important subset
of Translation Studies by the 2000s. Marcella De Marco draws from Zabalbeascoa to state that
Audiovisual Translation intersects with other translation forms, underscoring its importance
within the theoretical framework of Translation Studies (2012 64). The works of (1989), Diaz
Cintas (2001) and Fuentes Luque (2000) marked the initial efforts to approach AVT from a
cultural and sociological perspective, laying the groundwork for the integration of AVT within
broader academic discourses on film and media studies. Building on these developments,
“Fodor (1976) explores the psychological factors that affect the perception of asynchrony in
dubbing, Ivarsson (1992) deals with the psycholinguistic factors that influence subtitling
translation, and Hatim and Mason (1997), Ivarsson (1992), Hatim and Mason (1997), after
exploring the loss of explicit markers of politeness in subtitles, call for further research into the
audiences’ reactions when they are confronted with different perceptions of interpersonal
dynamics conveyed by subtitles” (ibid.). De Marco refers to the research areas of the translation
of children’s programmes, video games, and the application of language learning in AVT to

showcase how the arenas of AVT research have expanded (ibid.). Polysystem Theory and the
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Manipulation School have positively impacted the interest in AVT research “beyond the mere
technical process” (ibid. 65). These theories facilitate a deeper comprehension of how translation
functions within the larger cultural and media systems, thereby influencing AVT strategies and
practices. De Marco observes, “Diaz Cintas (1997, 2004a, 2005) has successfully applied the
premises of Polysystem Theory and of the Manipulation School to the field of screen translation,
thus marking visibly the transition from the literary to the audiovisual world” (ibid.). Cultural
considerations continue to play a significant role in AVT research, with scholars like
Karamitroglou examining the norms influencing the choice between subtitling and dubbing in
specific cultural contexts. Additionally, the work of Danan and Ballester reveals how ideological
and political factors, such as nationalism and censorship, critically shape AVT practices in

various countries (ibid. 66).

The application of feminist theory and criticism to AVT is relatively recent, burgeoning
only since the early 2000s (Flotow and Josephy-Hernandez 297). The scrutiny of media through
a feminist lens, however, is not new. “Questions connecting feminism and media studies were
first raised in the 1960s and 1970s and focused on the skewed representation of women’s lives in
the media. The works of Laura Mulvey, Kaja Silverman, and Teresa de Lauretis have extensively
critiqued how gender is constructed and represented in cinema (ibid.)

Mulvey explores the concept of scopophilia’ and its gendered implications within the
conventional narrative film. Mulvey observes that conventional narrative cinema perpetuates
male dominance by positioning women as objects of visual pleasure. Mulvey’s analysis finds that
the narrative film endeavours to perpetuate the ‘male gaze’and thereby caters to male voyeurism,

a process that foregrounds and maintains male dominance. It reduces women into mere body

? Sexual pleasure derived from watching others and often their sexual activities
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parts and compels women audience to be trained to enjoy ‘being-looked-at-ness’ (833). Kaja
Silverman focuses on the acoustic aspect of the cinema. Her The Acoustic Mirror (1988) studies
how women’s voices and speech are often relegated to roles that reinforce gender stereotypes.
Silverman finds that where ‘the female voice is as relentlessly held to normative representations
and functions as is the female body’ (viii). She says women’s authoritative and assertive voices
are hardly represented in conventional cinema, especially in the voice-over narration. Teresa de
Lauretis, on the other hand, focuses on how lesbian desire is represented in cinema, challenging
the male/female binary. She explores the conflicts and divergence between the ‘real” and
‘represented” women and dismantles the image of a universally valid woman (1987).
Despite these attempts to critically investigate various gender questions in cinema, the
explorations into the gendered aspect of audiovisual products, particularly the question of what is
translated began only in the late 20™ and early 21* centuries. Flotow and Josephy-Hernandez
identify three major approaches that have focused on gender and audiovisual translation (300).
They are:

e Anglo-American audiovisual products and their translation into Romance languages

e The differences between subtitled and dubbed versions of Anglo-American source texts

e Gay and queer source text materials and their treatment in translation

The first approach studies the fidelity and accuracy of translated feminist content and

nuance, focusing on English films and TV series, mostly referred to as ‘chick flicks’. The AV
texts under scrutiny are Sex and the City (1998-2004), Ally McBeal (1997-2002), Buffy the
Vampire Slayer (1997-2003), British Bridget Jones’ Diary (2001), etc. Delia Chiaro (2007),
Diana Bianchi (2008), Anne-Lise Feral (2011a, 2011b), Marcella De Marco (2006, 2012) and

Alessandra De Marco (2013) are the chief architects who lay their focus on exploring the English
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originals and their French, Italian and Spanish translations to assess the accuracy of the
translation (ibid.)

The third approach studies how the linguistic expressions of the non-binary genders are
translated. The source texts are invariably in English. The academics who study the translations
deal with Romance languages, which have grammatical gender, whereas English does not. It is
found that English has developed an abundance of queer vocabulary and therefore, finding
equivalents in the target languages is mostly impractical (ibid. 302).

Flotow and Josephy-Hernandez also refer to several individual articles that attempt to
examine the intersection of gender and AVT. They found three studies significant to be
mentioned (ibid. 302- 303). They are:

e The study of the representation of transexual identity, and its translation in the Greek film

Strella (2009) by Asimakoulas (2012).

e Study on the gender stereotyping in the Japanese anime series Cowboy Bebop

(1998-2003) and its US translation by Hiramoto (2013). Hiramoto analyses their scripts.

e Research on the portrayal of gender in the subtitled, dubbed and fansubbed versions of

Kon Satoshi’s film Perfect Blue (1997) by Daniel E. Josephy-Hernandez (2017).

They also mention the German dubbing of James Bond movies by Nicole Baumgarten
(2005) and the work on the meaningfulness of voice quality with regard to the larger gender
question in the AVT research by Charlotte Bosseaux (2008). Flotow and Josephy-Hernandez
conclude that despite considerable progress, the research in AVT still has significant gaps,
particularly in terms of descriptive studies and historical analyses that focus on how gender and
gender representations are treated across media and cultures. They note that the impact of

dubbing and subtitling strategies on the representation of gender for different audience
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demographics merits further investigation. As such, AVT offers a fertile ground for expanding
our understanding of how gender is constructed, deconstructed, and reconstructed through the
complex processes of cultural translation, contributing to broader discussions about gender,

media representation, and cultural exchange (ibid. 306).

2.5. Gender and Subtitling

The previous sections have discussed how the interface of Audiovisual Translation and
Gender Studies has emerged with an emphasis as an area of academic interest. Descriptive
studies that specifically focus on intersecting gender studies and subtitling are practically
untraceable. India being an industry that encourages remaking and dubbing more than subtitling,
as the literature has shown, descriptive studies foregrounding subtitling started emerging only in
the 2010s. The Centre for Applied Linguistics and Translation Studies at the University of
Hyderabad, India conducted a workshop, GIAN, in 2018. That was the first academic endeavour
in India into subtitling. There have been studies on advertisemnts, videos, and other AV
materials. However, most of these studies do not use AVT strategies. The texts are treated as
multimedia texts. The academic ventures into such texts investigate into the texts as either
intersemiotic translation or interlingual translation. Priyanka Rachabattani’s doctoral dissertation,
Audiovisual Translation in India: A Case Study of Cultural Context and Language Used in TV
Advertisements (2020), analyses the translation of cultural elements in audiovisual
advertisements, with a specific focus on the television advertisements translated from Hindi to

Telugu.

Two doctoral dissertations have come in 2017 and 2019 respectively, studying subtitling

practices in the Malayalam industry. They are The Foreign in the Familiar: A Study of Subtitling



Pradeep 38

with Particular Reference to Malayalam Cinema (2017), submitted to The English and Foreign
Languages University and Text on the Screen: A Study of Cultural Transfer in the Subtitles of
Selected Malayalam and English Films (2019) submitted to Maulana Azad National Urdu
University. The former offers a broader analysis of subtitling practices in Malayalam cinema,
whereas the latter studies specific AV texts to understand the translation of cultural codes
through subtitling with respect to Muslim community. This could be identified as the first such
endeavour to locate identity markers in subtitling practices of the Malayalam industry. Ashwin
Kumar D B V N’s ongoing research at the Centre of Applied Linguistic and Translation Studies
at the University of Hyderabad studies the television series Madam Secretary (2014 -2019),
focusing on the strategies used by subtitlers in addressing metaphors in Telugu subtitles.
However, both studies do not discuss gender questions within subtitling. My research is an
attempt to critically investigate how the representation of gender and embodiment is translated

through subtitles with a critical focus on Malayalam Cinema from 2014 to 2021.

2.6. Conclusion

The literature shows that there exists a gap in the realm of descriptive studies that
foregrounds the interface of gender and AVT. This study is an attempt to understand and
problematise how the production of meanings and dissemination of knowledge are impacted
when subtitling as an AVT strategy interacts with the representation of embodiment of gendered
spaces. The study focuses on Malayalam cinema, which has been witnessing a transformation in
the representational patterns of gender, gendered spaces and embodiment since the 2010s. With

the proliferation and popularisation of OTT platforms
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Chapter 3

Gender and Space: Embodiment and Representation in Malayalam Cinema

3.1. Introduction

The research gap identified in the previous chapter points at the lack of descriptive
studies that connect subtitling and gender studies. As this study sets out to understand how
representations of embodiment of gendered spaces are translated through subtitles, it is
imperative to contextualise gender, space and embodiment. Therefore, this chapter attempts to
contextualise gender, embodiment and space with a specific focus on Malayalam cinema. It maps
the emergence of the body as the centre of feminist geography as an academic interest. The
sections on the embodiment of gender and embodiment of spaces explore how feminist
geography reshapes our understanding about space, gender and the body. By situating the body at
the centre of its analysis, feminist geography draws the intricate interplay between embodied
experiences and broader sociopolitical processes, challenging the traditional understanding of
space and knowledge. Feminist geography offers insights into the ways in which gender and
space construct and are constructed by each other. The chapter studies the body as a site where
culture and society carve their inscriptions. The chapter explores into the play of gendered spaces

and embodied spaces to understand how they produce and are produced by gender performances.

The endeavour of this chapter is to analyse how the representation of body, embodied
spaces and gendered spaces are approached by popular culture, specifically cinema. The chapter
foregrounds the analysis of how the embodiment of gendered spaces has been represented in

popular Malayalam cinema, emphasising on women. The chapter attempts to mark the
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establishing of gender stereotypes. A section is devoted to trace the transitional phase of popular
Malayalam cinema in revising these representations as well. This chapter’s venture is to
contextualise the interplay of gender, space and power in the representations of Malayalam

cinema.

3.2. Embodiment of Gender and Space

3.2.1. Feminist Geography: A Brief Outline
The placing of the body right at the centre of social theory has perhaps been one
of the most exciting moves in contemporary theoretical endeavours . . . questions
of the sexed body — its differential construction, regulation and representation —
are absolutely central to an understanding of gender relations at every spatial
scale.
(McDowell 68)

Feminist Geographers started critically engaging with the approach to knowledge as
singular and unified in the 1990s. During this period, feminist discourses began to challenge the
idea that knowledge is neutral, singular and disembodied (Nelson and Seager 4). Feminist
geography, in particular, explores the body as a locus of power, recognising that it has often been
used to naturalise dichotomies. By acknowledging body as both a ‘material and symbolic site’,
feminist geographers seek to disrupt these naturalised binaries (ibid. 2). ‘Material and symbolic
sites’ are situated in the intersections of power, which manifests in different forms. Feminist
geography, rooted in the concept of the body, connects personal and everyday experiences to

broader sociopolitical and cultural contexts.
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Any study of the body cannot be dissociated from the tapestry of its lived experiences.
Bodies are not mere physical entities but are the very material through which we navigate and
comprehend the intricacies of gender. The lived experiences of human beings are encapsulated
through embodiment. Embodiment is the manifestation of how cultural ideals of gender,
ingrained in a given society, shape expectations about and influence the form of the body. The
relationship between bodies and their cultural contexts is a bidirectional one. It is a dynamic
interplay between biology and culture. When individuals embody societally defined gender roles,
they are actively reinforcing cultural ideals, acting as agents in the perpetuation of social norms.
This embodiment simultaneously plays a transformative role by shaping bodies both temporally

and permanently (Connell 2002).

Feminist scholars underscore its manifestation as a site where presentations of identity
and differences are inscribed. They emphasise the body's role as socially and culturally
constructed spaces where power dynamics, discourses and differences enact and get contested.
According to Seemanthini Niranjana, “The body, even as a biological entity, is never simply
given, but is always mediated through the socio-cultural, such that even one’s own experience of
the body is invariably through this register. The moral injunctions and norms that are seemingly

part of the social realm are, in fact, inseparable from a culture’s imagining of the body (59).

3.2.2. The Body as a Site

The turn in feminist consideration of body as a locus of inquiry, resistance, and
subjectivity parallels Michel Foucault’s exploration of body as a site where power relations are
inscribed and contested (1995). Foucault’s examination of the body has at least three

characteristics that intersects with Feminist preoccupations:
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First, both Foucault and feminism reject dualism and the binary thinking that
accompanies it... Second, Foucault politicises the body, and his notions of disciplinary
practices and micropower are useful tools for feminist analyses of the body, especially to
illuminate the patriarchal power of feminine cultural norms...Third, Foucault prioritises
the body; the body and its investment by power are significant issues for Foucault. One of
the effects of power on the body is subjectivity; thus, questions of subjectivity are
inseparable from questions of the body. So, for Foucault as for feminists, subjectivity is

always embodied

(McLaren 81- 82).

While Foucault’s perspectives on body have been deemed paradoxical by Feminist
theoreticians, McLaren says that it is only by acknowledging the complexity with which
Foucault conceptualises the body that one can comprehend the disciplinary practices which
shapes the body, because Foucault emphasises on the shaping of the body by social norms and
constituting subjectivity (ibid. 83). Foucault suggests that the body is not a mere physical entity,
but a canvas upon which sociocultural inscriptions are engraved. These inscriptions are shaped
and interpreted by language.

Language plays a crucial role in how we interpret and understand the engravings
inscribed on the body. However, these carvings are not fixed. They are subject to change and
dissolution by ideas. Ideas, ideologies and cultural norms influence how we interpret and make
sense of the inscription engraved on our bodies. Foucault says, “The body is the inscribed
surface of events (traced by language and dissolved by ideas), the locus of a dissociated self
(adopting the illusion of a substantial unity), and a volume in perpetual disintegration.

Genealogy, as an analysis of descent, is thus situated within the articulation of the body and
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history” (148). Foucault’s concept of genealogy seeks to uncover the process through which
knowledge, power, and social practices are produced and maintained. By situating genealogy
within the articulation of the body and history, Foucault emphasises the interconnectedness of
these elements in shaping our understanding of the self and society.

Foucault’s concept of “microphysics of power”, which elucidates how power operates on
individual bodies through institutions and practices, sheds insights into how gender norms are
enforced and resisted at both macro and micro levels of social interaction. He calls upon to
reconsider power as just a force or violence and instead see it as a complex system. He contends
that all knowledge is influenced by power in some way. Foucault also challenges the idea that
knowledge is all about individual thinking, suggesting instead that it's deeply tied to the way
society works. He introduces the concept of the "body politic," which means looking at society
as a whole system where power and knowledge are connected and affect how people behave
(McLaren 86).

Feminist scholars such as Susan Bordo and Sandra Lee Bartkey have drawn on
Foucault’s concepts to extend the notion of body as a site where cultural norms engrave their
inscriptions. Their analyses underscore that “cultural construction of the body is always
gendered” (ibid. 92). Bartkey extends Foucault’s discourse on disciplinary practices to explore
female identity and subjectivity and how proper feminine bodies are constructed by patriarchal
structures. She examines the mechanisms through which cultural norms dictate and shape
women’s bodies to conform to prescribed notions of femininity (ibid. 93). Bartkey explores the
disciplinary practices specific to women in her essay, “Foucault, Feminism and the
Modernization of Patriarchal Power”. She divides them into three categories: “1) practices that

aim to produce a body of a certain shape and size, (2) practices that elicit a certain repertoire of
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gestures, and (3) practices that encourage bodily adornment. Bartky skilfully demonstrates the
ways that these practices form and shape the feminine body. She points out that these
disciplinary practices collude with oppressive patriarchal structures” (ibid. 93).
3.2.3. Embodied Space

The concept of embodied space encapsulates a multifaceted understanding of human
existence emphasising on the interplay between the physical body, lived experience, and the
spatial environment. Embodied space represents the convergence of human consciousness and
materiality, where subjective experience takes on tangible form. Our perception of space is
inherently tied to our bodily presence and emotional states. Setha Low says, “The concept of
embodied space, however, draws these disparate notions together, underscoring the importance
of the body as a physical and biological entity, lived experience, and a centre of agency, a
location for speaking and acting on the world” (11). Low further says that our experience of
spaces of the spaces we inhabit fluctuates with our sense of self. “The space occupied by the
body, and the perception and experience of that space, contracts and expands in relationship to a
person’s emotions and state of mind, sense of self, social relations, and cultural predispositions

(ibid. 11).

T. Turner emphasises that the body is the socially constructed nature of bodily
experiences and highlights how societal norms and power dynamics shape our understanding of
gendered spaces. The body, in his conception, emerges as a site of contestation and negotiation
within the power structures (112). Bryan Turner states that human beings “have bodies” and “are
bodies”. He says that our everyday life is shaped by our corporeal existence. Our bodies mediate

our interactions with the world (12).
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Mary Douglas views it as the “two body” comprising the social and physical (1970). The
physical body refers to the biological aspects of human existence, whereas the social body
encompasses the ways in which bodies are imbued with cultural meanings (ibid.).
Scheper-Hughes and Locke see it as the “three body”, adding political dimension to the
understanding of embodied existence. In addition to the physical and the social bodies, they
introduce the concept of “body politic”. The “body politic”” explores the ways in which bodies
are regulated and disciplined by institutions and ideologies. It refers to the broader systems of

power, governance and social control in which bodies are implicated (1987).

John O’Neill further expands these concepts by adding two more aspects of the body; the
consumer body and the medical body (1985). The consumer body discusses the ways in which
bodies are commodified and consumed within capitalist economies. The medical body pertains
to the ways in which bodies are understood, treated and managed within medical discourses and
practices. These approaches to the body as a multiplicity offer a critical understanding of the

ways in which bodies are situated in sociopolitical, economic and cultural processes.

Donna Haraway emphasises on the role of human labour in shaping physical and social
bodies. Haraway argues that bodies are actively constructed through a process of self- creation
within social contexts. Her framework focuses on the importance of location within the web of
social connections, and positions the body as a site of action and agency within the larger socio
political structures (1991). Marcel Mauss, as well as Csordas, have explored the body’s
relationship with culture and society. They view the body as the “original tool with which

humans shape their world and the substance out of which the world is shaped” (Low 13).
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3.2.4. Gendered Spaces

Geography plays a crucial role in shaping gender relations, contributing to the production
and reproduction of both physical and symbolic geographies. The spatial dimension is
inseparable from the social fabric, with economic and social structures intertwined with
geographical organisation. Henri Lefebvre’s assertion that “(social) space is a (social) product”
lays the groundwork for understanding the relationship between space and society (26). He
argues “social relations, which are concrete abstractions, have no real existence save in and
through space. Their underpinning is spatial” (ibid. 404). Space is not merely a passive backdrop
but actively shapes and is shaped by social relations. Every mode of social organisation generates
a distinct environment reflective of its inherent social relations. Societies not only materialise
into built forms but also reproduce themselves through the spatial configuration they create.
Thus, space serves both as a medium and a product of social relations, exerting influence on

social dynamics.

Doreen Massey says “The space is in that very material sense, socially constructed...And
since social relations are bearers of what is at issue is a geography of power relations in which
spatial form is an important element in the construction of power” (31). Spatial arrangements are
shaped by human interactions, institutions and ideologies. From architecture to land use, spatial
configurations are influenced by socio political norms and cultural values. This process of social
construction imbues space with meaning, symbolism and power dynamics that reflect and
reinforce broader social structures and hierarchies. Social relations are bearers of power within
spatial contexts. They serve as a conduit through which power is exercised, negotiated and
contested. Spatial arrangements, then in turn, play a crucial role in the construction and

perpetuation of power relations within society. Spatial forms become a tangible manifestation of
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power dynamics by influencing the distribution of power and privilege across different social

groups and thereby determining access to resources, opportunities and social networks.

Massey finds that the symbolic meanings of spaces/places disseminate gendered
messages. She says, “... spaces and places are not only themselves gendered but, in their being
so, they both reflect and affect the ways in which gender is constructed and understood” (ibid.
179). The gendered construction of spaces separates women and men. It enforces gender
hierarchies by perpetuating women’s subordinate status. Daphne Spain draws on McDowell,
Foord and Bowlby to argue that the feminist geographical analysis of gender and space
recognises the construction and defining of femininity and masculinity is specific to places such
as home, community, workspace, etc. Spain says that the status of sexes is influenced by the
reciprocity of these spheres (1993). The expectations of gendered behaviours are not prescribed
in one space but are negotiated at other spaces as well. The feminist geography, according to
Spain, explores “the spatial dimension of gender distinctions that separate spheres of production
from the spheres of reproduction and assign greater value to the productive sphere” (ibid. 7). The
accounts of women'’s everyday lives talk about the modes through which societal norms and
expectations imprint on physical spaces and behaviours of individuals within those spaces.
Niranjana says, “The ensuing account of the domains and activities of women, as well as a
consideration of the ways women speak about their lives, offer some indications of the modes in

which bodies and spaces are gender-marked and sexualised” (48).

For many women, household is the central locus of their activities, encapsulating both the
object of their efforts and the primary space of their daily lives (ibid.). However, their spatial
experiences range across varied sites. Niranjana points out that employment prospects of women

outside the household are most often defined by social factors, rather than economic factors.
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“Women who transgress their habitual, ‘assigned’ socio-physical spaces run the risk of being

labelled ‘loose virtue’ and are subject to strong censure by older members” (ibid. 50).

3.2.4.1. Home

Home as Niranjana has established is located at the centre of women’s lives (ibid. 48).
Household operations are, in a patriarchal society, primarily dominated by men. Men are
expected to be the breadwinners, and thereby hold control over the resources. They receive
service and conformity in return. Members of the family ratify these positions by “occupying
different kinds of spaces within the domestic sphere which determine the individual capacity to

act and negotiate, both within and outside household” (Raju and Lahiri-Dutt 156).

Raju and Lahiri-Dutt find that there is no concrete definition of housework. “Housework
refers to unpaid work done to maintain family members and/or a home” (Shelton and John
quoted in Raju and Lahiri- Dutt ibid.). Though the definition doesn’t refer to any particular
gender, how housework is perceived by different genders is different. Home, where domestic
duties such as cooking, caregiving, and cleaning are performed, expects women to conform to
these responsibilities. These activities shape the boundaries of what is considered a woman’s
space. Raju and Lahiri- Dutt says, “...many outside activities and spaces are traversed...during
the course of their household work...” by women “cannot be seen as an external space, but rather
as an extension of their domestic spaces (ibid. 164). This extension of women’s domestic spheres
suggests that the boundary between what has been considered a women’s space and what is fluid,
is constructed through the routine activities within these spheres. The mobility of and interaction
with these spaces are dictated by their responsibilities at home. Thus, influence and presence of
their domestic roles at home, the patriarchally structured home, is extended to the broader

society.
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3.2.4.2. Marriage

The family for long was seen as “a homogenous unit where all members enjoy the same
privilege, experience the same standard of living and share the same life chances and are,
therefore, social equals” (ibid. 229). The family as a gendered space signifies how various forms
of inequalities and oppressive forces operate, resulting in the subordination and marginalisation
of women. The predefined roles within marriage, most often sees husbands as providers and
wives as caregivers, reinforcing the gender division of labour. This divide marks the control of
resources by men within a marriage and in the family. “As the reproductive responsibilities and
associated tasks become confined to home, they were carried out as unpaid work, and as the
public was linked with market and paid activities, the gender segregated occupational/domestic
roles made women undervalued because they also had less control over material and
non-material resources (ibid. 232-233). The extent to which women have access to resources and

control over the means of production, thus, defines their status and power.

Within a traditionally defined marriage, the power and decision-making are vested in
men. This power imbalance is a direct reflection of societal structures where the physically
designated private sphere extends its influence into broader social and economic realms. Raju
and Lahiri- Dutt find that the family background of the women hardly influence their power of

decision making in India (ibid. 246).

3.2.4.3. Public Spaces

Public spaces are gendered through both formal regulations and informal social norms
and power structures. They prescribe how men and women are expected to interact within these

spheres. These practices privilege masculine visibility and activities over the feminine ones in
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the public spaces, shaping the accessibility and usability of these spaces for different genders.
Habermas defines public space as “a realm of our social life in which something approaching
public opinion can be formed” (49). According to him every citizen should have access to such
spaces, ensured by the state, to come together and engage in public discourses (1989). However,
the confining of women to distinct spatial realms restricts their accessibility to public spaces

thereby reducing their visibility and mobility.

Men, according to Raju and Lahiri- Dutt, explore public spaces as avenues to exchange
their ideas and values and, to ventilate their grievances and calms. They enjoy public spaces as
their sphere of leisure as well (249). Women, in contrast, approach public spaces as transit routes
rather than destinations. Women can access public spheres only when they have a specific
purpose. They use these spaces primarily to move between private spaces. Their physical
appearance, attire, gestures, modesty etc. play as markers for women in influencing their
negotiation of public spheres. Raju and Lahiri- Dutt say “these markers have been established
upon the edifices of female sexuality, and are explicitly underlain by efforts to curb this

imagined, reckless sexuality” and keep women indoors (ibid. 250).

This confinement of women within the family, marriage and other private spheres, and
their exclusion and erasure from public spheres, benefits men in monopolising social and
economic resources. Women infringing these spatial boundaries is a threat in two ways according
to Dorreen Massey; women might refuse to conform to the domestic roles and they gain access
to the public space- ‘a life not defined by family and husband’ (179- 180). Therefore, spatial
control is a social control on identity as well.

These factors, enforced by society or co-opted by women, make women’s access to

public spaces restricted and conditional. Due to the enforcement of home as their rightful place
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and public sphere as dangerous, women may develop preconceived notions of spaces of fear. The
societal knowledge imposed on them that public spaces are man’s terrain and their presence can
lead to dishonour and shame as well as ‘questioning of sexual virtues’ (Phadke 1511).

Women are constantly reminded of their sexuality and their gendered roles, as defined by
the normative institutions and ideologies, in their every attempt at transgressing the spatial
boundaries. The responsibility to safeguard the sacredness of these institutions is vested on them,
through their performances as ‘good and noble’ mothers, wives and daughters. Their access and
use of public spaces are regulated by these attributes associated with femininity. Raju and Lahiri-
Dutt says “such private attributes associated with femininity determine the norms of using public

spaces by women, carve out ‘legitimate’ spaces for her... (251).

3.3. Embodiment and Representation

3.3.1. Representation of Embodiment in Popular Culture

Popular culture, as defined by John Storey, is a mass culture. “It is mass produced for
mass consumption” (8). As it is commercially produced and intended to cater to the taste of the
masses, popular culture often encompasses and disseminates the dominant values. The
representation of the gender, embodiment and gendered spaces often reflects and reinforces
societal norms and power dynamics. The articulation of embodiment and gendered spaces by
popular culture, through various forms of media, shapes public perception and discourses around

gender and space.

3.3.2. Embodiment and Representation in Cinema
Cinema holds a significant position in the arena of popular culture. As a medium of mass

entertainment and communication, films have a profound influence in defining social norms,
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values and in shaping collective consciousness. Cinema, as a subset of the popular culture,
reflects how audiovisual elements intersect with sociopolitical, cultural and economic currents of
the time to produce meanings for the masses. Therefore, the representation of gender and
gendered spaces in popular cinema, as a mass medium, often reflects dominant social values and
meanings associated with gender. Home is frequently portrayed as a women's space where she is
expected to be the caregiver to the male members of the family, whereas men are most often
depicted in workplaces and public spheres such as markets, bars, and political and social
gatherings. These representations reinforce the notion of men as decision makers, breadwinners

and custodians of resources, and women as dependent caretakers and homemakers.

Laura Mulvey’s critique of conventional narrative cinema shows how popular cinema
produces and reproduces patriarchal interests and desires through these films (1975). Mulvey
identifies the positioning of women as objects of male desire (ibid. 6). The working of ‘male
gaze’ in the conventional narrative cinema manipulates women by establishing how she is
expected to behave and react (ibid.). Mulvey says, “Traditionally, the woman displayed has
functioned on two levels: as erotic object for the characters within the screen story, and as erotic
object for the spectator within the auditorium, with a shifting tension between the looks on either
side of the screen” (ibid. 11-12). In a society of sexual imbalance, popular cinema, produced to
be consumed by mass, structures its narrative moments as associated with the active male
characters who take the story forward, and moments of spectacle are centred on passive female
characters. They exist to disseminate visual pleasure. The male spectators’ gaze is directed
towards the hero, who is the ‘bearer of the look’, and through the hero to the heroine, the erotic

look’, to satisfy his libido (ibid. 13). The female characters’ role is to be an object of desire,
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reinforcing passivity. The active male/ passive female dichotomy is the established structure of

mainstream cinema.

3.4. Embodiment and Representation in Malayalam Cinema

In her introduction titled “Becoming Women: Unwrapping Femininity in Malayalam
Cinema" to the volume Women in Malayalam Cinema: Naturalising Gender Hierarchies, Meena
T. Pillai observes that from the very beginning of talkies in Malayalam, the industry invested in
typecasting women characters. These stereotypes catered to the hegemonic function, by
reinforcing and naturalising the normative gender roles and gendered expectations (23).
Malayalam cinema, in its infant stage itself, attempted to see society and social realities through
an objective and realistic lens, and as a result the men were portrayed as ordinary subjects
waging against the evil caste and class hierarchies of the social institutions. However, it is
paradoxical to observe that the same did not reflect in the portrayal of women characters. One
could observe, as Pillai says, “a gross misrepresentation and tokenisation of the female subject in
the very process of attempting to represent the woman” if we trace the history of Malayalam
cinema (ibid. 27). The varied experiences of the women subject did not find space in the
narratives of early Malayalam cinema. Instead, the popular Malayalam cinema focused on
depicting only the virtuous and vicious representations of women subjects in its extremity and
disregarded the heterogeneity of women’s experiences and their reactions to them. The titles of
early Malayalam cinema could be read as pointers towards how they envisage women subjects in
their narratives. The titular characters of films such as Nirmala (1948) and Nalla Thanka (1950)
were women who possess absolute virtue and are strictly chaste and pious. In contrast to these
representations were women who embody the evils of desire and wealth. Over years this binary

was reinforced through the reproduction of these stereotypes. Pillai observes “The heroines of
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the 1960s too are steeped in the sentiment of exaltation with a clear demarcation between the
heroine and the vamp; the former being portrayed in a romantic and gentle light in contrast to the
latter who offers visual pleasure by enabling fetishistic scopophilia. The vamp is the stereotyped
representation of the sexualised female body whose identity is contained and crippled by the very
act of such representation” (ibid. 30). With its development the popular Malayalam cinema
started drawing themes from literature, theatre and folklore. But the representation of women
characters remained to be confined in the virgin/whore binary. C. S Vekadeswaran observes,
“Sexual display (which in these narratives meant exhibition of the body of the vamp, or rape
attempt on the heroine) was a ‘number’ or part of the formula in the films till the 1970s and was
marginal to the central narrative. They were either a digression, a fall or a brief turning point in
the life of the hero or heroine, which called either for a ‘return to morality’ or heroic ways, or in
the latter case, yet another occasion for the hero to exhibit masculinity and rescue the heroine

and her body from the clutches of the villain” (ibid. 67).

The number of films that advocate for the institution of family and its moralities surged
during the 1970s. There was a strong tendency, as could be noticed in the films of this era, to
conform characters to the established norms of dominant ideology. Films such as Oru Penninte
Katha (1971) could be taken as examples to see how the repressive and hierarchical social forces
acted on women and their bodies. They showcased family as the “site best suited for the
perpetuation of gendered inequalities’ (ibid. 34). The women lead in the film Oru Penninte
Katha finds even her daughter aligning with the husband who raped her. In Idavazhiyile Poocha
Mindapoocha (1979), we see a woman is outcast and stamped as a strumpet for developing a
romantic affection for her husband’s friend. Malayalam cinema has shown numberless

representations of men engaging in extramarital relations and returning to the family upon
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certain revelations. When they are depicted as being forgiven and embraced by the family,
women who are portrayed in the same place are treated with harsh moral judgements and most
often punishments. Films like Olavum Theeravum (1979) established women’s bodies as the sites
where family’s moral values and dignity are inscribed and therefore the responsibility to
safeguard these values are solely vested on them. Therefore, it was depicted as if it were
justifiable for them choosing to commit suicide after being raped, in defence of their family’s

dignity.

The 1980s marked a shift in Malayalam cinema, with a focus on commercial strategies
that relied on objectification and commodification. This switch contrasted with the progressive
and anti-feudal social movements prevalent in the society during the period. Even the character
of Unniyarcha in Vadakkan Pattukal (Ballads of North Malabar), the most popular folklore of
Kerala, who is known for her commanding power and heroic struggles, was rewritten to fit in the
stereotype of deceitful and frail woman under the guise of a sensual body in Oru Vadakkan
Veeragatha (1989). One of the most quoted dialogues of the movie, which was reused and
mimicked in several films which came later (such as Happy Wedding (2016)), denounces the
whole woman gender as hypocritical and treacherous. There were directors who attempted to
introduce innovative themes and narrational strategies to Malayalam cinema in the 1970s and
1980s. However, as Pillai observes “the patriarchally conditioned language of Malayalam cinema
or the bastions of its narrative logic has not been stormed or shaken by these efforts to any

sustained effect or duration (ibid. 36).

Malayalam cinema of 1990s is a celebration of hypermasculinity and its varied forms.
The popular films of the period revolved around traditionalist and machoistic hero enacted by

actors Mohan Lal, Mammooty, Suresh Gopi etc who conquered the industry with their star
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persona. Devasuram (1993), Aram Thampuran (1997) Spadikam (1995), etc. of Mohan Lal;
Kottayam Kunjachan (1990), The King (1995), Hitler (1996), etc. of Mammootty; Commissioner
(1994), Lelam (1997), Pathram (1999), etc. of Suresh Gopi are few examples. They presented
heroes of noble origin fighting against the corruption and moral decay of the society or their
family feuds to regain their power or wealth. Their physique is shown in low angles shots to
convey their powerfulness and manliness. Their body covers most of the screen with them
rendering long dialogues with punchlines. A peculiar feature of the films of this clan is the
representation of a female character depicted as apparently strong, opinionated and independent
in the first half of the film who later shrink as mere shadow of the hero. Most of these female
characters are introduced as educated or employed, as accessing a variety of spaces and asserting
their opinions and interests. However, with the establishing of hero the female lead characters get
reduced as just their romantic interest. The instance from the film, The King (1995), where the
invincible hero in the role of a district collector undrapes his extreme contempt for his female
colleague, despite she holding equal qualifications showcases how the popular Malayalam

cinema of the period shaped its perception of women.

Teaching women a lesson and showing their place became a characteristic of the
Malayalam films of the 1990s and 2000s. In his essay “Engendering Popular Malayalam
Cinema” in the volume Women in Malayalam Cinema: Naturalising Gender Hierarchies (1999),
V. C Harris draws an example from the film Vakkalathu Narayanankutty (2000) to underline this
observation. The hero of the film, enacted by the popular actor Jayaram, beats his younger sister
in a hysteric rage when he finds out she doesn’t conform to the traditional sartorial expectations
and wears modern outfits. The hero, who advocates for constitutional rights ensured to each

citizen and goes to any extent to ensure they are safeguarded, does not hesitate a moment to
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unleash his masculine authority over his teenage sister for exercising her freedom to wear her
desired outfit. Later, once his anger settles, he explains to his sister that he brutalised her for her
own good and the act was out of love. The girl wholeheartedly accepts the explanation and
embraces the dictates of the tradition. Harris notes, “What this implies is that the man in the
household has a moral right and responsibility, not to say a duty, to admonish, chastise and

punish the women (wives, sisters, daughters) for their own benefit” (79).

At every instance where the unsurmountable hero shows women their place, the female
body surfaces as a locus where the contempt is most directed at. The abovementioned scene
where the bother beats up his sister for wearing modern outfits, the scene from 7The King where
the IAS hero rebukes his female colleague citing beauty pageants to hint that despite her
distinguished qualifications, she is a mere sexual object, or the sequence where the brother in
Hitler marries off his sister to the man who raped her in order to protect the honour, it is
conveyed over and again that women are nothing more than mere objects of desire or tools to set
scores in men’s battles. Ravanaprabhu (2000), the sequel to Devasuram (1993), showcases how
Janaky, the female lead, is kidnapped by the hero to subdue her father who has captured his
ancestral property. Thus, it is portrayed as disparaging when women venture into public spheres
and choose their own careers. Women, even those who own three postgraduate degrees such as
Anuradha in Narasimham (2000), were made to realise that their sole purpose of being is only to
serve men. Men entrusted themselves with greater moral responsibility to protect the sanctity of

their families by constantly teaching the women about their status.
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3.4.1. Menstruation and Teenage

The onset of menstruation marks the transition of a girl into womanhood. As the body
experiences physical changes during this time, this phase becomes the juncture where gender
roles are emphasised. Beauvoir details puberty as the stage where a girl starts feeling horror and
shame about her body (333). Certain societies consider menstruation as a taboo. In such cultures
women are restricted from entering public spaces, religious spaces, kitchens etc. In Kerala,
menarche is known as therandukalayanam'. The role of cinema was instrumental in propagating
and preserving the menstrual rituals and the superstitions surrounding the ritual even when the
practice was declining across castes. Movies such as Karakanakkadal (1971), Thulavarsham
(1976), Pavithram (1994) etc give out detailed representation of menarche rituals. Pavithram
portrays the onset of menstruation through flowing broken pieces of mirror in the river.
Meenakshi’s, the protagonist’s, growing up into adolescence is shown as the point where
catastrophe begins in the family.

3.4.2. Marriage and Sexuality

Marriage initiates the transformation of wifehood in a gendered way. The female body
has been the site of contest since the very beginning as the social and moral norms never allowed
her any freedom or agency to experience her sexuality purely as a human body. Her body has
been further negated and put under strict vigilance under the institution of marriage. Kapadia
observes that women’s bodily status changes after marriage in many cultures. Certain religious
scriptures view the wife's body as part of her husband’s body, merged together. After marriage, a

figurative conversion of the body as ‘belonging to somebody else’ begins. Sexual intercourse is,

9 Therandukalayanam is a ceremony performed by several caste groups in Kerala when a girl reaches menarche.
The girl is treated as a bride, ritually cleansed and sent to a room which does not have any windows. She has to
spend her menstruating days in the room. The practice was in existence in elaborate form till the mid-20™ century.
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thus, seen as a tool to check women’s free exploration of her sexuality (105). The instance in the
1998 film Summer in Bethlehem could be seen as how cinema represents the transformation of
woman and her body with marriage, with or without her consent. Abhirami, the female
protagonist, is forcefully wedded by Dennis upon the persuasion of Niranjan. Niranjan, her love
interest, understands Abhirami decided to end her life at the same moment Niranjan, who is
awaiting capital punishment, is hanged. Niranjan persuades Dennis, her friend, to marry her.
However, Abhirami is neither part of this discussion nor is her consent a consideration. Dennis,
following Niranjan’s last words, weds her forcefully. In the very next scene, we see a gleeful
Abhirami who has embraced traditional expectations associated with marriage by abandoning
her tomboyish self. Similarly, in Oru Mutham Manimutham (1997), the female protagonist who
is an aspiring model, takes assurance from her would-be that her career will not be affected by
marriage and she will not bear children to fulfil the requirements of her career. However, various
manipulative methods are employed on her by her husband and his relatives to conform her to
their expectations of an ideal wife. The moment she gets pregnant, that too after a nonconsensual

sex, it is portrayed as she is suddenly displaying maternal instincts.

Dominant movies, whose themes revolve around divorce, talk of the wives as either as
villainous or as victims of extreme injustice. In most of such movies the narrative reunites them
disregarding the facts that whether the marriage was toxic or unbalanced. The movie
Avidathepole Ivideyum (1985) depicts a husband who is intolerant to his urbanised wife. Her
independent opinions and choices are seen as matters to be objected to. He disapproves of her
career and does not allow to socialise. Yet the movie states the root of the problem is the wife’s
ignorance, not the husband’s toxicity. The movie Kaliveedu (1996) portrays a husband who

attempts to teach his wife, who insists on equal treatment and shared responsibilities, how an
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obedient and submissive wife should be by getting his colleague’s wife to pose as their domestic
help who performs the household chores wearing a smile on the face. Njangal Santhushtaranu
(1999), in similar ways, mock the woman who enters wifehood without learning how to do

household chores.

Popular Malayalam cinema instructs that women, no matter how they are treated, should
remain obedient and subservient to her husband and his family. Such cinematic culture
establishes that adultery and abuse by men are normal and good wives should be able to ignore
such frailties. If not, they should learn to redirect their husbands to commitment and loyalty
through their servitude. Chanchatam (1991) depicts a woman who is compelled to leave her
marriage due to her husband’s adultery. Yet the film makes the woman apologise in the end for
her choices and takes sides with her husband. Movies such as Kuttettan (1990), Vasthavam
(2006), Cocktail (2010), Bhavuttiyude Namathil (2012) etc. portray men who indulge in
infidelity but unite with their wives realising their sacrifice, innocence and selflessness. Whereas,
women are severely punished if they are found engaging with men outside their wedlock, as we

can see in films such as Nirakkoottu (1985), Mukham (1990) etc.

3.4.3. Motherhood

Mainstream cinema uses children as a reason to bring back women to marriage. The
movie, Pookkalam Varavayi (1990) depicts a couple who are separated due to incompatibility.
The movie portrays divorce as the reason for children's unhappiness and estrangement. The child
in the movie runs away with the school bus driver. She finds his family where members are
emotionally connected, a solace to escape the agony she experiences in her fragmented family.
Similarly, the teenage daughter’s affair and accident in Veruthe Oru Bharya (2008) become a

reason for the wife, who has been long neglected and humiliated in marriage, to return to the
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family. Innathe Chinthavishayam (2008) portrays three women who leave their marriages due to
valid reasons; one has a suspicious husband, the second suffers from infidelity of her husband
and the third one is denied her career opportunity by the in-laws. The narrative compels the
women to go back to their marriages for the sake of their children. The male protagonist of the
movie, in his endeavour to unite these families for his vested interest, states that divorce can
never be a solution, and it is selfish to think about oneself as family should be considered
priority.
3.4.4. Independent and Feminist Women

Malayalam cinema has been looking down upon women who exercise their agency and
express their opinions and views freely. The representation of women who are assertive and
articulate are as villainous or wicked. Women who wear modern outfits and apply cosmetics on
their bodies are represented as threats to the institution of families. The movie Amma
Ammayiamma (1998) depicts a woman character who is strict about financial management and
disapproves of extravagance. The character is made to pose in that way to teach the male
protagonist’s wife how a woman should not conduct herself. The female IAS officer in the movie
The King (1995) is humiliated for wearing makeup and being assertive by her colleague. Despite
holding the same qualifications, she is even used for honeytrap. The intelligence or education of
the women characters do not earn them respect unless they are submissive to their male
counterparts in these clan of movies. McCabe et al. say ““...makeup is a reflexive agent that
paradoxically provides women both a source of identity formation and self-confidence and a
means of feeling ready to engage in the world” (3). They further point out “not only perception
of physical attractiveness does play a critical part in women’s makeup practices but also the

practice of makeup itself serves as a vehicle for self-transformation in connecting inner and outer
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beauty. In makeup rituals, women carve out time for themselves where they become reflexive
and keenly aware of who they are internally and externally” (5). The cinematic tradition of
Malayalam industry has been denying women the opportunity to realise themselves through
dedicating time for self-attention and rather enforcing the ideas of self-effacement and sacrifice
as ideal practices women should follow. The women characters who attend to themselves and
assert themselves in movies such as Agnidevan (1995), Pakshe (1994), Valsalyam (1993), Kochu
Kochu Santhoshangal (2000), Kaliveedu (1996) etc. are punished and taught a lesson. They are
denied of conjugal, sometimes even maternal, rights and subjected to emotional and physical

torture in the endeavour of male protagonists to transform them as ‘good’ women.

Popular Malayalam cinema has propagated contempt towards women who wear makeup
and develop their independent social circles by constantly representing them as farce. Cinema
has an undeniable role in distorting the spirit of Feminist movements by showcasing such
informed groups as misandrists. These groups of women are represented as wearing sleeveless
blouses, and salwar kameez, petting dogs, speaking English and applying cosmetics on their
bodies. The character of Vishalakshi in Amma Ammayiamma (1998), the grandmother in
Sthreedhanam, the group of women in Njangal Santhushtaranu and Kaliveedu and such like are
labelled as “society ladies” are given villainous or comical shades to imply at their unworthiness.
The insecurity of the hegemonic male about losing his authority and power could be seen
articulated through mocking and humiliating or often aggressive and toxic husbands or other
male characters. McCabe et al. say “women’s emotional state changes during makeup rituals
from feeling dishevelled and unprepared for upcoming social activities to feeling confident,
beautiful, happy, and prepared for ensuing events” (7). When compelled to discard them midway

it disrupts enthusiasm and confidence. In movies such as Veruthe Oru Bharya (2008) the female
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protagonist is forced to take off makeup and participate in an excursion programme in her
ordinary and dishevelled appearance by her husband. Women’s confidence and independence are
represented as a threat to the institution of family where men have been enjoying absolute
supremacy. Such representations are produced and reproduced by Malayalam cinema and

established such women as villainous or mere farce.

These films act as a blueprint for the expected conduct, attire, mannerisms, and
preservation of tradition and culture for the quintessential Malayali woman. They play an
undeniable part in shaping and mirroring the societal perception of women. The portrayal of
women as non-contributors with restricted roles beyond their households has contributed to the
perpetuation of stereotypical depictions and limited role definitions for women, thus presenting a
one-dimensional perspective of their existence. The various roles women assume and the
multiple identities they embody remain largely unrecognised and uncommunicated. Thapan
draws from Kuhn to argue “through visual and textual images, then, women not only receive
messages about themselves as embodied, feminine beings but also as consumers of both products
and of themselves as objects for consumption. ‘Meanings do not reside in images, then: they are
circulated between representation, spectator and social formation’ (Kuhn quoted in Thapan 65).
The image therefore does not reside in a vacuum but in the cultural context of spectatorship as

well as in the ‘institutional and social/historical contexts of production and consumption’”

(ibid.).

3.5. ‘New Generation Films’ and the Representation of Embodiment

Presently, Malayalam cinema is celebrating an extraordinary rise of a distinctive

cinematic genre popularly referred to as 'New Generation' films. Since 2010, Kerala's film
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industry has been experiencing a wave of inventive films that are characterised by their
innovative themes, aesthetic choices, and depictions. “New-generation Malayalam cinema,” a
coinage used to identify films made after 2010 in Kerala, introduced innovative changes in the
Malayalam cinema ecosystem through experiments in film language, form, and storytelling. The
new-generation films are inclusive in their efforts to create conversations around caste, gender,
and other marginalised communities that lacked representation in the mainstream cinema of the

preceding decades” (Ray and Mochish 1).

The ‘New Generation’ films attempted to represent women as individuals, breaking away
from the stereotypical portrayals, with a focus on their right to choose how their life would be.
These clan of movies also provide women a space to articulate their unhappiness and discontent
with the social institutions and their ideologies. Many of these films received mixed responses
and often criticism for their discussion on sexuality, individual freedom and positive

representation of divorce.

The transition from stereotyping of women and objectifying women’s bodies to
subverting the ideas of virginity and chastity could be traced in movies such as Beautiful (2011),
Trivandrum Lodge (2012), Ee Adutha Kalathu (2012) etc. The film Beautiful talks about
extramarital relationships in a positive light in its introduction where even female characters are
depicted freely and guiltlessly discussing their affairs. The film also attempts to mock the
concept of virginity through the character Kanyaka (meaning virgin), who had multiple sexual
partners. Ee Adutha Kalath also revolves around an extramarital affair and unconventional
interpersonal bonds. Trivandrum Lodge offers a tinge of female gaze in the depiction of
Dhwani’s and Sereena’s friendship where they discuss their sexual fantasies, mock at the

institution of marriage and scorn at normative beauty standards. Though the overall politics of
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these movies often become self-contradictory such as in the 2012 movie Spirit, attempts to

explore women as individuals could be witnessed in this phase.

Traffic (2012) is most often referred to as the film that took Malayalam cinema to a new
direction. The movie opens with a woman at a police station explaining how she had to end up
colliding with a bike in an attempt to escape from eve teasing by certain riders. The unnamed
woman expresses her concern over the accident she had to create and at the same time tries her
maximum to uphold her right to resist gender violence. Traffic also depicts a character, Aditi,
who is a divorcee. She, breaking the restrictions around a divorced woman, pursues love with a
man younger than her. Aditi, marking a stark difference from the past representations of divorced
women, enjoys the company of her boyfriend in the public spheres such as markets, beaches and

cafes. Her new found happiness and company are depicted in positive lights.

The film Salt and Pepper, a 2011 release, depicts female friendships that revolve around
a beauty parlour/apartment. Maya, one of those women, is a dubbing artist who works in a
predominantly male industry. She fights unsolicited sexual invitations in the workspace. She
declares herself as feminist thereby becoming the first ever heroine who expresses their feminist
politics in Malayalam cinema. Salt and Pepper also explores female bonding over alcohol.
Departing from the representational patterns of Malayalam cinema where women who call
themselves feminists, access public spaces, and consume alcohol represented as farcical and
villainous, Salt and Pepper portrays such women as exercising their individual interests. Ashiq
Abus’ another directorial venture, 22 Female Kottayam (2012), showcases the journey of Tessa
Abraham, an ambitious nurse settled in Bangalore. She guiltlessly discloses that she had sexual

relationships in the past when she starts a romantic relationship with Cyril. When she is raped by
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Cyril’s boss, she is not shown as overpowered by neither contrition nor moral conflicts. She

treats it as an “attack by a mad dog”.

Thira (2013), directed by Vineeth Sreenivasan, is entirely centred on the character
Rohini, who is a social activist. Rohini runs a shelter home, for girls who are destitute as a part of
her house. She has always been the target of illegal human trafficking groups. Rohini walks into
places alone that are dangerous, criminal, and felonious to get the abducted women back.
Rohini’s journeys are lone and fearless. The backdrop of the film is cities in Karnataka and Goa
where in the crowd no one notices the trafficking. Rohini makes her way through these crowds.
Though a Malayalam film, the characters in Thira speak different languages. Rohini is a
multilingual who is able to converse and negotiate in all the south Indian languages along with
Hindi and English. Rohini is placed in stark contrast to an all-male crowd with clarity in the
midst of the tumult. There have been female characters who hold positions as superior police
officers, ministers and civil servants in Malayalam. They have been portrayed either as egoistic,
arrogant, and flaunting women who should be taught where their position is; or as mere puppets
of the heroes. Movies like The King (1995), The Truth (1998), etc. could be taken as examples
where the hero reminds the female officers of his same rank that “they are just women " (The
King). The movie Thira doesn’t have a hero. Rohini is assisted by a number of men but her

central position is never challenged.

3.5.1.Transformation in the Representation of Embodiment of Gendered Spaces

These movies, which came under the umbrella of ‘New generation films’, attempted to
bring the voices and bodies of the marginalised, particularly of women, to the centre. Women
gradually stopped being represented as a second fiddle to the hero or merely as heroes’ love

interests. There have been efforts to articulate the multitude of female subjectivity on screen.
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These films draw how liberated women and their interactions are, rather than reproducing the
stereotyped portrayals. A significant shift in this regard is the spaces these women subjects
occupy and their exchanges happen across. From the confines of the household, she has started
accessing public spaces. The representation of women as good wives and noble mothers whose
selflessness and sacrifice brim from the screen is being erased. The novel depicts women
accessing a variety of spaces, in addition to the domestic, women interact with in everyday life,

including cultural ones.

One major shift could be traced in representing women situated in workplaces. Earlier
women leads who are mostly from economically poor backgrounds were shown as having to go
out and work. There was a defined set of jobs which were assigned for women characters;
stenographers, teachers or clerks. This typecasting of women doing jobs in offices or school
settings, supposedly safe environments, have undergone a noticeable shift during the 2010s.
Women characters are placed as doing jobs in the IT sector (Rithu), entertainment industry
(Traffic, Ee Adutha Kalathu, Spirit), Engineering companies (Cocktail) etc. These spaces are
shown as places where different genders mingle together and interact beyond gossip. They
occasionally get together for parties where female colleagues are also part of. Women in these
movies share drinks with them at night parties. However, they are not represented in negative

shades like the earlier movies.

The representation of casual sex and live-in relationships has also undergone a positive
shift. The roommate of Tessa in 22 Female Kottayam and Sonia, one of the female leads in
Chappa Kurishu are shown as having sexual relationships with married/betrothed men. Yet the
narratives do not place any moral judgements on them. The live-in relationship in 22 Female

Kottayam and sexual explorations in Rithu are also treated as ‘natural’ and ‘normal’. Rithu also
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portrays a homosexual character without any derogatory undertones Malayalam popular cinema

has propagated over years.

3.6. Conclusion

This chapter contextualises gender, space and power. The detailed discussion on gendered
spaces and embodied spaces is used to shed insights into the representation of gendered
embodiment in Malayalam cinema. The chapter discusses various spaces, and how gendered
meanings are inscribed on them through individual performances. The chapter also studies how
women’s body, sexuality and choices are conceived and represented by the popular Malayalam
cinema. The different phases in women’s lives and their portrayals in the mainstream Malayalam

are illustrated with examples.

The chapter notes that the movies that came after 2010 differ from the earlier films in
many aspects. These movies set their backdrops in cities and urban outskirts. There is a
remarkable change in the representation of female characters that could be observed in these
films. Women are represented as occupying and accessing spaces that were predominantly
masculine in the previous eras. These female characters are shown as opting for a variety of jobs
in different sectors and share vocational spaces with men. A notable feature is the elimination of
moral judgements and categorising into ‘good’ and ‘bad’ for life choices. The presence of
women in all arenas of society is a prominent characteristic of this clan of movies. The urban
spaces and increased access to varied social spheres have contributed in women becoming more
aware of their individuality and agency. The confidence and assertiveness embodied by the
women characters of these movies is a reflection of it. The next chapter will critically compare

the patriarchal stereotypes and normative representations identified in this chapter in contrast
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with the representation of embodiment of gendered spaces in the select films of this study to

understand if those representations reinforce or challenge the dominant cinematic ideologies.
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Chapter 4

Translation and Representation: A Study of Select Texts

4.1. Introduction

In the previous chapter, the study has contextualised gendered and embodied spaces. The
present chapter is aimed at critically reading the representation of embodiment of spaces
represented in the select AV texts. This chapter is divided into two parts. Part I gives a detailed
analysis of representations of embodiment of gendered spaces in select texts. It explores how
these representations offer a subversion of dominant cinematic depictions of gender, embodiment
and space with respect to Malayalam cinema. The section critically investigates how the
normative definitions of knowledge and pleasure are challenged and contested through the
representations in the select texts. The first part argues that a critical and situated reading of the
select texts offers reworked meanings through the transformation of gendered and embodied
spaces and their interaction with individual performances. It studies how the transformation,
re-representation and rewriting of embodiment of gendered spaces in the select films and the
resultant reworked meanings offer a feminist critique of the representational patterns of popular

Malayalam cinema.

Pat II foregrounds critical reading as a feminist translational strategy. This section studies
how the subversion enabled by the critical and situated reading of the select AV texts, figures as
a form of feminist translation. It studies how the subversion of dominant cinematic
representations become feminist translation by offering a re-representation of women and

women’s experiences, through the theories and concepts of Feminist Translation Studies.
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Part1

4.2.1. Bangalore Days (2014)

Bangalore Days (2014) revolves around three cousins; Divya, Arjun and Kuttan aka
Krishna P. P. Their evolvement and how it is impacted by the new entrants in their respective
lives as they relocate to Bangalore make the core of the film. The film also uses subplots to give
deeper insights into the lives of Divya’s husband Shivadas, Sara whom Arjun falls in love with
and, Kuttan’s mother.

4.2.1.1. Mobility and Empowerment

The film portrays Divya (played by Nazriya Nazim) strives to establish her own identity
and pursue her dreams, despite societal pressures. She aspires to become a business woman who
would employ more women in her endeavour. But Divya is caged in her family’s traditional
expectations of femininity. She is persuaded to agree to a marriage, soon after her graduation
owing to the suggestions of their family astrologer. Immediately after the marriage, Divya
relocates to Bangalore with her husband. Divya attempts to play the traditional wife to Shivadas,
her husband, only to get disillusioned as he is yet not ready to acknowledge her as part of his life.
Divya moves around the city with her cousins who have migrated to Bangalore to escape the
discontentment in her family life which enables her to see a multitude of possibilities that her
rural and traditional family did not allow to explore. Her brief encounter with the city helps her
realise how she has been chained by the patriarchal and traditional family from pursuing her

dreams.

Tanu Priya Uteng and Tim Crosswell argue that people’s mobility is gendered and it

continuously produces “gendered power hierarchies” (17). Divya’s schooling in Dubai has
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shaped her aspirations in a progressive way with an understanding of gendered labour. However,
with being uprooted to rural Kerala, Divya loses the possibilities to explore her understandings
further and employ them to empower herself. Having to relocate to Bangalore, the doors to
discover herself and the world get opened to her again. Uteng and Crosswell find “acquiring
mobility is often analogous to a struggle to acquire new subjectivity” (ibid.). Divya enables
herself to fight with her family against their high handed decision to seek divorce from Shivadas
upon knowing their marriage has failed to cater to the family's expectations. She leaves her
house, returns to Bangalore and resumes her studies which have been hindered by marriage and
migration. David Kronlid argues: “being socially and spatially mobile is generally seen as one
central aspect of women’s well-being” (30). Divya’s determination to take up the responsibility
and authority of her life on her own on her return to Bangalore leads her to find a new and
independent meaning to her life. From a frustrated and disillusioned woman who desperately
attempts and fails to please her family and husband, Divya finds peace, contentment and purpose
for her being.

4.2.1.2. Disabled Body as a Site

Sarah (played by Parvathy Thiruvothu) is a disabled woman who works as a radio jockey
in a popular FM channel, and gives motivational speeches to school children. “Disabled women
struggle with both the oppression of being women in male-dominated societies and the
oppressions of being disabled in societies dominated by able-bodied” (Wendell 105). However,
Sarah’s characterisation challenges these traditional notions. She is represented as a contrast to
the dominant perception of female disabled bodies as “dependent, incomplete, vulnerable, and
incompetent bodies” (ibid. 261). She moves around on her automated wheelchair without any

caretaker. Sarah possesses more wisdom than any other character in the film. Windall says, in the
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dominant perception, “The public world is a world of strength, the positive (valued) body,
performance and production, the able-bodied and the youth. Weakness, illness, rest and recovery,
pain, death and the negative (de-valued) body are private, generally hidden, and often neglected”
(ibid. 111). However, Sarah’s mobile body, which is always on the move, challenges these

perceptions.

Contrary to the popular representation of disabled women in Malayalam cinema
(Meerayude Dukhavum Muthuvinte Swapnavum (2003), Mazhayethum Munpe (1995),
Oomappenninu Uriyadappayyan (2002), etc.) where the female protagonists navigate through
humiliation, pity and apathy, Sarah is portrayed as confident, independent and a recipient of
immense love and encouragement from her environment. “Cultural stereotypes imagine disabled
as asexual, unfit to reproduce, overly dependent, unattractive- as generally removed from the true
sphere of womanhood and feminine beauty” (Garland-Thomson 17). Popular Malayalam cinema
has most often shown disabled women as asexualised and also as hindering the sexual/romantic
lives of their caretakers (brother/cousin/former romantic partner/fiancé etc.). They are often
shown as an easy target for sexual assaulters. Sarah’s portrayal contends these popular
representations as she actively engages in romantic exchanges with Arjun. Sarah’s disability does
not come between them as an obstacle, rather it inspires Arjun to find meaning in his own life.
Sarah’s determination and confidence encourages him to have goals in life. Their relationship
gives him emotional stability and thereby makes him considerate of his cousins’ emotional
journeys.

Sarah’s mother, even though appears on screen for a brief time, establishes how Sarah’s is
her source of pride, not a burden. Her mother asserts how she wishes the best in everything for

her daughter. They plan to relocate to Australia as they find the country has better infrastructure
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for disabled bodies. Sarah’s colleagues, relatives and environment are inclusive and progressive.
Arjin’s cousins as well promise her mother that they consider Sarah not as a dependent but as an

integral and important part of Arjun’s being.

4.2.2. Rani Padmini (2015)

Rani Padmini talks about Rani, a tomboyish woman who is brought up in a city and Padmini, a
naive housewife uprooted to the city from a village in Kerala. They chance upon each other
when travelling to Leh. The film is about how they evolve in each other’s company to fight
patriarchy and other systemic discriminations.

4.2.2.1. Challenging Traditional Gender Roles

Rani Padmini challenges traditional gender roles and expectations imposed on women.
The film portrays Rani (played by Rima Kallingal) as a free-spirited and independent woman
who is forced to take a road trip to escape the threats of a gang of goons. Rani's character defies
societal norms by rejecting the notion that women need to be dependent on men for their
happiness or fulfilment. Rani is the breadwinner of her family which consists of only women
members. Lynn Carr points out that tomboys receive more acceptance as they showcase the
socially rewarded “masculine” characteristics or behaviours (5). For Rani, whose father is dead
and does not have male siblings, displaying herself as ‘boyish’ becomes necessary to draw
acknowledgement from her family. The scene, where her mother laments their ill-fate of not
having a son to bear the responsibilities of the family, brings out the pain and rage of Rani for not

being appreciated and recognised for the efforts she puts in for her family from huge debt.

Rani’s “tomboyishness" can also be seen as a way she adopted to ensure safety. Having a

family that consists only of females with a huge financial crisis, Rani is forced to do multiple



Pradeep 75

jobs and engages with lenders/bankers on a regular basis. The fear of being suppressed or
manipulated if appeared “feminine” and the possible threats against women who do not have
male support have led her to display herself as boyish and thereby aggressive. Carr, in her study,
finds that “...for some tomboys part of rejecting femininity involved a retreat to the perceived
safety of masculinity” (ibid. 13). Carr further says that for some of them the “emotional
repression of “toughness” associated with masculinity” is important (ibid. 14). To Padmini’s
family friend she introduces herself as Padmini’s “bro” rather than saying she is a friend. In
interacting with men, who have already tricked her friend by showing apparent support in
making her choices and then sending divorce papers through mother, Rani feels it is important to
present herself as “tough” and indomitable. Having witnessed her mother’s and Padmini’s
vulnerability and how they have suffered, Rani feels to maintain her “tomboy” character to win
the patriarchal world. Her journey reflects the empowerment that comes from breaking free from

traditional gender roles and embracing personal agency.

4.2.2.2. Tomboyishness as Queerness

At multiple instances in the film Rani challenges the feminine gender expectations. Rani
responds to a local journalist who was trying to flirt with Padmini that they are a lesbian couple
who have come for their honeymoon. While resting amidst trekking she puts a strand of her hair
over face as a moustache and approaches Padmini. Padmini turns her off, asking her to behave
like a woman. Carr notes that “tomboyism is often associated with lesbianism” (ibid. 5). Though
the film does not discuss Rani’s sexuality, it gives instances of Rani’s non-conforming nature.
She constantly retorts to the gendered expectations and challenges the anticipated feminine

responses by giving sharp or witty replies.
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4.2.2.3. Embracing Individuality and Self- Discovery

The film emphasises on the importance of embracing one’s individuality and embarking
on a journey of self-discovery. Rani and Padmini represent two contrasting personalities with
distinct desires and aspirations. As they travel together, they confront their fears, rediscover their
passions, and redefine their identities. Uteng and Cross argue that “acquiring mobility is often
analogous to a struggle for acquiring new subjectivity. This reality is in a continuous state of
flux, leading to the changing of contours in the relationships between genders, mobilities and
shifting subjectivity” (17). Padmini, a woman who has always been confined to the boundaries
of family, undergoes a transformative process through the journey to Leh.
4.2.2.4. Female Camaraderie and Solidarity

The film celebrates the bond of female camaraderie and solidarity. Rani and Padmini,
despite their initial differences, develop a deep connection and provide emotional support to each
other. Their friendship becomes a source of strength as they navigate through challenges and
confront societal expectations. Academic investigations have shed light on the centrality of talk
to women’s friendships. The camaraderie of Rani and Padmini sets forth with Rani letting
Padmini release her worries as stories. They start sharing stories both in realistic and metaphoric
forms. Eileen Green draws from Jennifer Coates to argue that “the shared intimacy of women’s
talk and the sense of connection which it engenders, construct a ‘collaborative tool” for exploring
the world” (179). For Padmini, who has not been let to explore the world outside, the company
of Rani becomes a means to pursue it even though her primary purpose was to resolve her family
conflict. Green states that the shared conversation in women friendships can often act as
“resistance discourses, i.e., those which challenge dominant (androcentric) discourses and offer

alternative ways of being a woman” (ibid.). The stories they construct to share in their leisure
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time and travel to Himalayas unfold as how the construction of gender and gendered existence is
inscribed in their beings. As Green says: “within one conversation women may be
simultaneously resisting gender stereotypes and acknowledging the power of dominant
discourses which construct masculinities and femininities” (ibid. 179). Rani narrates a story of a
young girl with metaphors loaded to imply how she has been instructed to learn tolerance being a
woman. Padmini’s story foregrounds a woman, who possessed enormous strength and bravery.
Padmini’s imagination of a woman is characterised as having authority and assertiveness,
whereas Rani narrates a vulnerable and sensitive girl child. Both stories imply their inner
conflicts and alter egos shaped as their characters. These stories become the foundation of their

friendship and they explore their suppressed layers of personalities as their journey progresses.

Green also says: “women-only company affords women the chance to ‘let their hair
down’ and ‘behave badly’, i.e., outside the limits of ‘normal, acceptable, womanly behaviour’”
(ibid. 181). Rani often resorts to behaviours that deviate from the normative in the company of
Padmini. At one instance Rani elopes with Padmini’s jewellery bag leaving a note. Padmini
chases Rani down and retrieves the bag. However, their companionship remains unshattered as
both women acknowledge their respective struggles. Rani, at another instance, tends to get
intimate with Padmini, though in a playful way. Their company gives them space to unfold their
otherwise censored selves. Rani Padmini showcases the significance of women’s companionship
in retaining self-assurance and fostering self-worth by showcasing how Rani and Padmini
confront the challenges of their lives with each other’s company, which otherwise seemed

complex and unconquerable to them.
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4.2.3. Ramante Edanthottam (2017)

Ramante Edanthottam centres around the character of Malini (played by Anu Sithara),
who is a housewife. She is married to a film producer, Elvis. Elvis is a philanderer and
squanderer. Malini, who has suppressed her dreams and hid her talents, learns to adjust with
Elivis’s way of living. However, their visit to Raman’s Edanthottam, an eco-friendly resort,
changes her life. Raman defies societal expectations by rejecting conventional notions of success
and pursuing a simpler, more introspective life. Raman's character contrasts with Elivis’s
overambitious, patriarchal and toxic nature. Malini finds an intellectual and artistic connection
with Raman. They continue to be connected even after Malini leaves the resort, keeping it a
secret from Elvis. Inspired by Raman’s companionship, Malini revives her dancing talent,
gradually opens a dancing school and establishes herself as a professional dancer. Elvis finds out
her friendship with Raman when Malini meets with an accident. Elvis’s toxicity and hypocrisy
burst out violently. Malini leaves home. However, she doesn’t go to Raman, nor does she come
back to Elvis. She goes to her dance school and starts a life afresh. Malini tells both men that she
finds happiness in being independent and non-reliant on anyone. Her career and art give her the
most joy she was looking for.
4.2.3.1. The Body as a Site

Malini navigates her own journey of self-discovery and challenges traditional
expectations of women's roles in relationships. Malini is introduced as her life in a stagnant state
with her family and private life are strangled due to her partner’s perfidy and aggressive
behaviour. She appears dishevelled and weary having to shoulder the burden of household chores
and the uncertainty about future. Malini’s response becoming exciting and involving could only

be seen in the instance where her daughter discusses dance with her. The scenes where Malini
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displaying her daughter how to position one’s body while dancing explicate the amount of
passion and interest Malini carries for dance. The scenes where she is engaged in other domestic
activities her body moves in weariness and is shrunken with hopelessness. The representation of
Malini’s appearance and interactions become elegant once she starts her dancing school. Dance
infuses in Malini an enthusiasm and positivity that can be seen absent in the scenes where she is
confined to her household. In exploring her talent, Malini also realises the toxicity that is spread
over her marital life. Leena Rouhiainen observes that the body’s sensuous and emotional
capacity can be seen heightened through movement, as a dancing body is more focused on
distinguishing how it feels and what it feels internally than usual social functions are (245).
Tamara Borovica, drawing from Rouhiainen, says that “dance is hence suggested as a mode of
being that facilitates tapping into bodily knowledge to explore one’s ongoing relationship with
the world” (3). It can be observed that dance taps Malini’s awakening to the realisation of how
she has been subjugated and her identity as an individual is suppressed in her marriage. Dancing
gives her strength to liberate herself from the patriarchal demand of servitude towards her
husband despite his unfaithfulness and insensitivity. Borovica finds in her study that dance has
the power to open performers to “new flows, such as new ways of knowing with a sense of
confusion, ambiguity, and uncertainty but also with strength, desire and passion about what
womanhood is” (10).

In the climax scene Malini is shown to have tattooed a butterfly, symbolising her
evolution from an immobile and stagnant and grim “pupa” to an independent and radiant
individual. According to Nina Nyman women’s tattoos can be seen as an expression of their right
to express themselves and right to their own bodies (75). She further argues “if women’s bodies

are regulated by social rules, then making active decisions about those bodies make embodiment
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an emancipatory act” (ibid. 80). Malini’s tattooing of her body is to emphasise her emancipation
from the chains of her marriage. Nayman says, “Through tattooing, the place in which one is
located is embodied, both physically and mentally” (ibid. 80). The tattoo of butterfly inked by
Malini is portrayed to indicate she is flying to liberate herself.

The film depicts her agency in making decisions about her life and relationships,
highlighting the importance of female autonomy and the rejection of patriarchal control.
4.2.3.2. Redefining Love and Relationships

The film offers an alternative perspective on love and relationships by focusing on
emotional compatibility, mutual respect, and personal growth. It rejects the idea that romantic
relationships are solely defined by societal expectations and superficial factors. Malini befriends
Raman and they grow closer. They become inspiration to each other to explore their hitherto
veiled layers of subjectivities. However, their relationship never takes the shape of any
institutionalised forms of bond. When Malini leaves her husband's home, despite taking shelter
in Raman’s place, she finds an independent living for herself. Contrary to the representations of
popular narratives where the end note is when the hero and heroine unite, Ramante Edanthottam
represents two individuals who have set out to explore their individual journeys taking
inspiration from the love and respect they share.
4.2.3.3. Nature and Embodied Experience

The film's setting, an idyllic plantation, serves as a metaphor for the characters' journeys
of self-discovery and the embodiment of their emotions. The lush natural surroundings provide a
space for introspection, healing, and personal growth. Malini’s first interaction with
Edanthottam, an ecofriendly resort set up by Raman amidst Miyawaki plantations, awakens her

to the violent and toxic nature of her marriage. Malini stays back at the resort when her family
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and friends go to visit a film shooting. She goes for a walk with Raman through the Miyawaki
greenery. Raman’s approach to and treatment of nature makes her realise how she is being
mistreated and disrespected in her marriage. She tells Raman that finding soulful connections in
life is the hardest challenge she has ever faced. Malini visits Edanthottam again without
informing Elvis. Her interactions with the greenery, cultivation and the cohabitation of humans
and animals in the Edanthottam make her understand what respect and understanding mean in
life. The film dedicates a song sequence capturing Malini’s long walks through the forest,
playing in the lake and taking part in the agricultural activities of Edanthottam. Malini is seen
most joyous when she is in Edanthottam and exploring forest and water bodies. Malini’s body
glows as she interacts with the environment of Edanthottam. Edanthottam and its greenery and
water bodies play a pivotal role in Malini’s awakening to self-liberation and her journey towards

empowerment.

4.2.4. Take Off (2017)

The film follows the journey of Sameera (played by Parvathy Thiruvothu), a nurse who
migrates to Iraq during the war. She comes from an orthodox Muslim family. Sameera is a
divorcee and has a son, whose custody is split between the separated parents. As the eldest
daughter, the family's financial burden is vested on her. Sameera navigates through the
discrimination and restrictions she receives as a divorced woman from the community,
unsolicited sexual advances in the workplace and the insufficient income from her job. Sameera
suffers from depression due to various social and financial conditions she endures. She decided
to marry Shaheed, her colleague who has long been having a romantic interest in her. Sameera
becomes pregnant again. Sameera moves to Iraq, with a team of nineteen nurses including

Shaheed. As they reach the country, they realise Iraq is going through attacks from ISIS. Faizal,
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Sameera’s former husband, sends their son to Sameera amidst the war. The kid initially finds it
shocking to acknowledge Shaheed and his mother’s pregnancy. As the ISIS attacks escalate,
Shaheed goes missing. Sameera approaches the embassy where she meets Manoj, the Indian
ambassador. The area, where their hospital is located, falls into ISIS hands. Sameera, as advised
by Manoj, leads the team of nurses by teaching them basic religious rules to disguise themselves
as Muslims. With the intervention of the central and state governments and certain informal
channels, ISIS agrees to free the nurses. Meanwhile, due to Sameera’s perseverance, she finds
Shaheed among ISIS detainees. She pleads and rescues Shaheed. They are brought to Kurdistan
and the embassy takes them from there and sends them back to Kerala..
4.2.4.1. Veiled Body as a Site

Sameera’s marriage to Faizal is a charity wedding as her family is deprived of the
financial privileges to arrange marriage for her. Sameera has done nursing and the education loan
is paid from her salary. Her salary is the only source of income for the family too. However,
Sameera’s in-laws, who are settled in an Arab country, do not approve of her working outside
home. Sameera, on the contrary, is carefree about rigid religious dictates within the house. She
moves around without covering her head, eats when men dine, and often skips performing
namaz. Sameera’s carefreeness troubles the elders of the family. Faizal gives her hints that his
parents are disturbed by her disregard towards religious practices. One day when Sameera goes
out for work, her mother-in-law asks another female member of the family to send a hijab to
Sameera. Wichelen says the religious foundations of wearing hijab comes from the Qur’an's
emphasis on women being modest. “Say to the believing women that they should lower their
gaze and guard their modesty. They should draw their veils over their bosoms and not display

their beauty” (Qur’an quoted in Winchelen 207). The insistence of covering the head,
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particularly when woman crosses men or when she is in public spheres, necessitates to
understand veiling as a ‘situated embodied practice’ (Secor 7). The practice of veiling often
restricts women’s accessibility and mobility. The act of sending a hijab to Sameera through
another veiled daughter-in-law is a religiously encoded reminder that her public life is restricted.
It is a reminder of ‘modesty’ expected from her. “In Islam, the human body is regarded as a
cause of shame that must be hidden and covered...A woman’s body is imbued with sexuality:
bodily movements and the style, shape and colour of female clothing have the potency to
instigate male sexual arousal” (Siraj 717). The film shows how her in-law family feels threatened
by Sameera’s bodily movements, her subtle romantic exchanges with Faizal and in her work life.
The disapproving glances of the father-in-law when Sameera eats along with men by serving
herself from the same dining table, and when Faizal forgets to wake up for Fajr''. Sameera’s
sexualised appearance causes unsettling for the family’s pious and restrained environment. The
Qur’an says the believing women:

... should lower their gaze and guard their modesty; that they should not display their

beauty and ornaments except what (must ordinarily) appear thereof; that they should

draw their veils over their bosoms and not display their beauty except to their

husbands, their fathers, their husband’s fathers . . . and that they should not strike their

feet in order to draw attention to their hidden ornaments.

(Qur’an 24 30 -31)
Though Qur’an dictates men also to lower their gaze and be modest and prescribes how

men should wear their clothing, the practice is starkly different for men and women in their
experiences of their bodies. The proposed social lives for men and women as designed in

normative and patriarchal societies give more emphasis on women’s modesty. Women’s

" The prayer performed by Muslims before sunrise in remembrance of God
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identities are hidden and their sexualities are thereby restricted, thereby their mobility and
agency being regulated. Sameera’s carefreeness in refuting to abide by religious doctrines is a
form of resistance to the patriarchal religious prescriptions.

However, Sameera’s religious choices are shown as specifically situated and
contextualised. Though Sameera denies to wear hijab when she was in her husband’s house, her
return to Kerala after divorce affects her choice of not wearing the veil. When her uncle comes to
visit her, at home and at the hospital canteen, Sameera covers her head before meeting him. Her
economic status has a greater impact on her resistance to patriarchal and religious prescriptions.
When better salary and living infrastructure is affordable, Sameera confidently employs her
agency to negate religious doctrines that she thinks restricts and desexualises her. As she loses
the better paying job and struggles to meet the financial demands of the family, Sameera often
covers her head when she has to encounter male members of the family, particularly her maternal
uncle. Sameera’s religious choices are affected by her financial status.

Mohammed Sanjeer Alam observed that women in Islamic settings are more prone to
social disadvantages, especially in the Indian context (208). Sameera’s compulsion to migrate for
a better paying job to support her family is constantly hindered by her male relatives. Her status
as a young divorced woman is cited as the reason by her maternal uncle for the family's
disapproval for her migration. The extended family wants her to remarry as there is no provision
to migrate and work for a young and unmarried woman in their community. When her colleagues
from other religious communities, who are unmarried, find it smoother to arrange their
migration, Sameera’s religious setting disallows her to choose a better career option. Sameera’s
veiling of her head whenever she meets her uncle is to appear as desexualised as possible to

convince the family head for his approval. Alam says “women in Islamic settings occupy a
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distinctive and separate position that effectively denies them autonomy” as “Islam is more
patriarchal than other religions” (ibid.). The uncle denies them permission to sell the property,
despite it being owned by Sameera’s mother, by virtue of his position as the patriarch. He
effectively places the condition before Sameera that without getting remarried Sameera’s
migration is impossible, thereby eliminating her agency in decision-making. Sameera agrees, but
resists the overarching patriarchal power by choosing her groom by herself.
4.2.4.2. Mothered Body as a Site

Sameera’s second marriage is to Shaheed, her colleague who has long been nurturing a
romantic interest in her. She soon finds herself pregnant. Sameera, with heightened pressure on
her to navigate family and migration, decides to abort the pregnancy and approaches a
gynaecologist. Roth C. and Paton D. say, “The politics of fertility control often involves the
micropolitics of everyday life” (888). The pregnancy is controlled and surveilled by the ‘power
relations among family members, organised along gendered and generational lines’ (ibid.).
Sameera’s husband objects to her decision to abort the pregnancy strictly. She explains her
concerns to the gynaecologist that her migration and career may be adversely impacted by the
pregnancy. She is also concerned that her elder child, born in her first marriage, may find it
distressing as she has not discussed her remarriage with him. Shaheed, who appeared as
understanding and supportive, turns derisive regarding her concerns about her career and her son.
He declares she is attempting to kill the second child for her first one. The gynaecologist also
does not show any sympathy towards Sameera, whose struggles she is aware of. She even
lectures Sameera to avoid taking sleeping pills and medicines for depression. Shaheed’s mother,
who was apprehensive of his marriage to a divorcee, arrives hearing the news of pregnancy. She

objects to Sameera's migration during the gestation period and asks her father to cancel the visa.



Pradeep 86

Shaheed’s mother is portrayed as embedded with more voice in the matter than Sameera’s
parents as she belongs to the paternal setting. “Women’s increasing authority as they age has, in
many situations, been made possible only because their greater power depended on them
ensuring that younger women comply with patriarchal norms and constraints” (ibid.) Sameera,

here, is denied of her autonomy as the primary decision-maker as her maternal behaviour.

Upon migrating to Iraq, Sameera is found delimited by her former husband’s and current
husband’s expectations of motherhood. Faizal flies down to send her son amidst the ISIS attack
in Iraq, as his family’s financial situation is crumbling. Sameera is forced to hide her pregnancy
from her son as the child is unaware of her marriage to Shaheed. Fertility...has always been a
locus of conflict and struggle. (ibid.). Though Sameera fails to exercise her bodily autonomy to
the patriarchal powers, the representation of how Sameera perceives these power arrangements
challenges the popular portrayal of pregnancy and motherhood. The conflicts and struggles of
maternity and pregnancy are not glorified. The gestating body of Sameera serves as a site where
gendered and generational power relations operate in their attempt to regulate her autonomy and
independence. The power struggle is captured by the narrative through her lens and is portrayed

in microdetails as she navigates through.

4.2.4.3. Sisterhood and Solidarity

Soon after their arrival in Tikrit, Iraq, the ISIS attacks escalated in the area. Shaheed
moves to Mosul as he understands Sameera’s elder son needs time and space to understand and
process the new family situation. He joins the army medical team in Mosul, from where he goes
missing as the place falls into the hands of ISIS within a day. Sameera approaches the Indian

embassy for assistance. Meanwhile Tikrit also gets captured by the terrorist group. The ISIS
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group uses the nineteen Indian nurses stranded with them as human shields and decides to shift
them to their headquarters in Mosul. Sameera’s correspondence with the Indian embassy helps
them in designing how to manipulate the terrorist group. Sameera teaches her fellow nurses the
basics of Islamic practices as the embassy has advised them to disguise as Muslims. The very
doctrines that turned these groups into religious extremists and terrorists are used by these nurses
to trick them and thereby rescue themselves from their capture. The sisterhood they share,
regardless of their religious settings, and their mutual trust and solidarity are shown as the pivotal

force in combating ISIS terror.

“The importance of female kin and friendship networks to women’s wellbeing” is
effectively represented in the film, especially in their workplace (Green 175). Sameera is always
supported by her fellow female colleagues and vice versa. Their leisure times, which is
dominantly perceived as “uncommitted time” (ibid.), play a crucial role in shaping their

solidarity to fight their everyday oppressions and the ISIS terror.

4.2.5. Mayaanadhi (2017)

Mayaanadhi talks about the intricate journey of Aparna (played by Aishwarya Lekshmi)
and Mathan, who once were in love. They broke up due to a financial fraud committed by
Mathan. Aparna, the provider of her family, is a struggling actor. Mathan continues to be a con
and gets involved in the murder of a policeman. Though broken up, they love each other. Mathan
keeps coming back to Aparna. However, she refuses to materialise their feelings as her trust in

him has shattered.
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4.2.5.1. The Agencied Body

Aparna is introduced as attending an audition for the role of heroine in a prestigious
banner. As she renders her introduction, the selectors tell her that she is considered only because
of her association with the popular actress Sameera. Aparna, who was giving a formulaic
performance, is told to be original if she really aspires to be in films. Having hurt her ego,
Aparna sheds the fake persona she was wearing and becomes extremely honest with saying she
is much more talented than her friend Sameera. She concludes “more than anything else, I
deserve a better life”(19:52- 19:53). Aparna was victim of a financial scam played by Mathan in
college, due to which she had to discontinue her Engineering graduation. Since then, she has
been working in multiple ways to pay the debts and support her family. However, these struggles
could never force her to give up her dreams and determination to achieve them. She leads an
independent life, living separate from the family in the same city. Aparna is shown as walking
through the deserted city at midnight to make her way to her flat after programmes. She buys
food and does the negotiations by herself. Rosalind Gill says that empowerment needs to be
understood broadly and “mundane activities are championed as proud, bold assertions of
independence from oppressive patriarchal hegemony” (Barbara Klein quoted in Gill 36).
Aparna’s everyday activities and responses are represented to establish her as an independent
women agency very much. Whenever she has to be at the mercy of Sameera, her face drops, and
she refuses to count her remuneration in front of Mathan.

She, regardless of the financial struggles in her life, does not get lured by luxury coming
through wicked ways. When Mathan offers her a comfortable life with the money he is about to

get, she shuts the door on his face realising it is through some fraudulence he has done.
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Appu remains honest and truthful to herself and the people around her. When Mathan asks her
for commitment, she clearly denies it even after moments of physical intimacy. When her mother
arrives unexpectedly and sees them together after a night of intimacy, Appu does not try to hide
what has happened. Both Mathan and her mother call her a “prostitute” for having sexual
pleasure outside of wedlock. Neither the financial problems nor the moral pressure makes her
yield to unwanted commitments in life. She is narrated as a strong woman who navigates her
own path, making choices that prioritise her own wellbeing.

The film subverts traditional gendered power dynamics by presenting Aparna as a
character who challenges societal norms and refuses to be defined solely in relation to men.
Appu’s father is no more. When her mother sees Appu and Mathan together at their house, Appu
sits at the handle of a “Charukasera” (easy chair), traditionally used by the head of the family in
patriarchal households. Mayaanadhi presents a progressive view of gendered embodiment by
emphasising the importance of individual agency and autonomy.
4.2.5.2. The Desiring Body

Aparna is shown as unabashed in exploring her sexual desire. When her past is unveiled
at the question of her flatmate about Mathan, the flashback opens with their intimate moments in
a cybercafé. Appu and Mathan, passionately kissing, are caught by the café owner and are asked
to get out. However, Appu showcases the ecstasy of pleasure on her face, which beams in joy
rather than embarrassment or disgrace. Appu represents women who are aware of their bodily
desires and their rightfulness in exercising it. Their love making sequences in the car also
emphasises Appu’s confidence and self assurance in pursuing her desires wherever she is. Thus,
Mayaanadhi offers a portrayal of a woman who, in contrast to the “...once sexualised

representations of women ... as passive, mute” is “presented as an active, desiring sexual
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subject...” (Gill 42). When Mathan asks, when he meets her after years, if he can kiss her, Appu
says “not yet”. Though she refutes any possibility of rebuilding their broken relationship, Appu
is unhesitant to continue exploring bodily pleasures with him. She is not chained by the
normative expectations of women to have sexual intimacy only with their married partner after
wedlock.

When she gets a filmic opportunity after her long wait and struggle, an excited Appu calls
Mathan home. They eventually have sex at Appu’s house. Mathan, who reads her actions as a
positive nod to his future plans of getting married and relocating to Dubai asks affirmation. Appu
categorically states “sex is not a promise” and that she was aroused due to her overwhelming
excitement about getting the film offer. Gill presents a remarkable observation that a significant
aspect of shifting from “objectification to sexual subjectification” is that it is framed through the
discourse of freedom and choice (ibid. 42). Appu refuses to define her sexual autonomy in
relation to Mathan. Regardless of the existence of their relationship as partners, Appu finds it
rightful to fulfil her sexual desires with him. She has already denied his plans of getting married
to each other, that too several times. When Mathan thinks it is convenient to bring up the
discussion again as she engaged in a sexual act with him, Appu clearly tells him not to mix both
choices together. In doing so, Appu also emphasises on her right to seek pleasure in whichever
ways she prefers. Gill says “...the notions of choice and ‘pleasing one’s self’, i a discourse of
feminine empowerment (ibid. 43). Appu does not hesitate to indulge in pleasure and joy when
she gets a film opportunity, which she has been waiting for a long time. The opportunity is not
only for her artistic self, but also a great financial support. She is not concerned by the notions of
chastity associated with engaging in physical intimacy. She loves Mathan, however, not

convinced to institutionalise their intimacy. Mathen, on the other hand, is desperately working
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towards institutionalising their relationship. Appu does not corroborate with society’s approval.
She is intended to explore herself. “Women are presented as not seeking men’s approval but as
pleasing themselves, and, in so doing, they ‘just happen’ to win men’s admiration” (ibid. 42).
Mathan, for this very reason, is not repelled by her reactions. He keeps coming back to her.
Appu’s confidence and conviction is greatly admired by him. He, an unsure and vulnerable self,
finds shelter in her.

Appu, who proclaims sex is not a promise, is condemned by both her mother and Mathan
as promiscuous. However, the narrative does not punish her. She finds her dream career, and in
the climax scene, Appu is seen enacting an intricate role in a film. Gill draws on Mulvey and
Kaplan to say, “...women’s sexual agency is flaunted and celebrated, rather than condemned or
punished. This marks a significant disruption to older, more established patterns of visual culture

in which no such active sexuality was permitted to women without grave consequences” (ibid.

52).

4.2.6. Godha (2017)

Godha presents a female protagonist, Aditi Singh (played by Wamiqa Gabbi), who defies
societal expectations by pursuing a career in wrestling. The film challenges the notion that sports
are primarily a masculine domain and explores the struggles and triumphs of a woman who
challenges societal norms through her physicality.
4.2.6.1. Sporting Body as a Site

The representation of gendered embodiment in Godha goes beyond physicality and
explores the empowerment and agency of its characters. Aditi's journey of self-discovery and her
commitment to her passion for wrestling serve as symbols of empowerment, breaking free from

societal expectations and gender roles. Despite the harsh discrimination and aggression she faces,
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Aditi remains single-minded about her goal to establish herself as a wrestler and doesn’t allow
the discouragements affect her determination. Guthrie argues that women’s embodiment can be
greatly changed by martial arts, which involve an empowering development of mental and
physical agency (107-119). Training as a wrestler from a very young age enables Aditi to resist
the severity of discrimination with her will power. The grooming that has empowered her to
sense the calculations of the opponent and prepare herself to defend the moves becomes her

strength in identifying obstacles in life and reacting to them.

Nancy Theberge finds that “the potential for sport to act as an agent of women’s
liberation, rather than their oppression, stems mainly from the opportunity that women’s sporting
activity affords them to experience their body as strong and powerful and free from male
domination” (11-12). She refers to Mackinnon to emphasise that “women’s sporting practice can
challenge gender inequality by challenging sexual stereotypes and patriarchal control over
bodies” (ibid. 12). Aditi’s struggle against the attempt of male members to subordinate her to
familial roles, her escape from home state to Kerala to take shelter at a male friend’s family
which is hardly know to her and initiate training under a coach who is not a professional are all
can be seen as stemming from the confidence she has earned as a result of her grooming as a
wrestler from a very young age. The sport has inculcated confidence, self-esteem in her and has
empowered her to challenge the possible discriminatory acts against her. Aditi, in refusing to
accept the dictate of male family members and Anjaneya Das to subdue to the roles that have
been assigned by the patriarchal societal system to women, subverts the sexual stereotypes and

instates control over her body.
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4.2.6.2. Subverting Stereotypes: Romance and Relationships

The film also subverts traditional gendered expectations within romantic relationships.
Aditi, as she has to flee from her home and native place to escape from being forced into
marriage, resides at Das’s house throughout her training period. Das, who has mistaken her
friendliness for romantic interest, gets irritated with her complete involvement in wrestling
training and grows insecure about her grooming with male wrestlers. Das explains his discomfort
to Aditi by saying that good girls don’t wrestle with boys, and he doesn’t like it. Aditi reacts
sternly to Das, unlike the heroines who blush in secret at their intimate male friend becoming
possessive about them in Malayalam cinema has been producing. She responds to him that, for
her, wrestling is everything, and she would not care for anyone who tries to control her and stand
in her way to improve her skills, even if it is her family. Hurt, Das explicitly expresses his love,

but Aditi turns down his proposal with a strong physical gesture.

Aditi is seen in this scene as challenging not only the derogatory remarks by Das, but also
the devaluing of women wrestling itself. Das comes from a village where wrestling is treated not
just as a sport but as part of a culture and tradition. His father and all the elders around him are
connected to wrestling in some or other way. Das himself was once trained as a wrestler. Despite
these factors, Das is not hesitant to devalue Aditi’s commitment towards wrestling bringing the
binary of good girl/bad girl implying she is engaged in a non feminine activity which a woman
from a “cultured” background would not have opted for. Aditi questions his division of girls as
good and bad. She warns him from intruding and commenting on her personal choices. Das’s
further attempt to propose to her and thereby hoping to get his hands on her life goals is also
rebuffed by Aditi. Aditi’ continues her strive towards establishing herself as an acclaimed

wrestler without yielding to Das’s romantic proposal, but continuing to train under his father.
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Theberge finds that “the potential for sport to act as an agent of women’s liberation, rather than
their oppression, stems mainly from the opportunity that women’s sporting activity affords them
to experience their body as strong and powerful and free from male domination” (11-12). She
refers to Mackinnon to emphasise that “women’s sporting practice can challenge gender
inequality by challenging sexual stereotypes and patriarchal control over bodies” (ibid.). Aditi’s
struggle against the attempt of male members to subordinate her to familial roles, her escape
from home state to Kerala to take shelter at a male friend’s family, which is hardly know to her
and initiate training under a coach who is not a professional are all can be seen as stemming from
the confidence she has earned as a result of her grooming as a wrestler from a very young age.
The sport has inculcated confidence, self-esteem in her and has empowered her to challenge the
possible discriminatory acts against her. Aditi, in refusing to accept the dictate of male family
members and Anjaneya Das to subdue to the roles that have been assigned by the patriarchal

societal system to women, subverts the sexual stereotypes and control over her body.

4.2.7. Uyare (2019)

The film presents Pallavi (played by Parvathy Thiruvothu) as a resilient character who
triumphs over adversity. After an acid attack, Pallavi undergoes physical and emotional
struggles, but she refuses to let her circumstances define her. The film portrays her resilience as
she rebuilds her life and pursues her dreams, emphasising the power of inner strength and
determination in the face of gendered violence and trauma.
4.2.7.1. Distigured Body as a Site

Uyare portrays Pallavi's journey of reclaiming agency and shaping her own identity.
Pallavi, despite being ambitious and spirited, is most often shown succumbing to Govind’s, her

boyfriend's, expectations of her to be a submissive and compliant woman. His obvious
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displeasure with Pallavi dancing in public and wearing dresses of her choice develops a fear in
Pallavi to discuss her interests and needs with him. Govind uses self-harm and emotional
blackmail as his strategies for disciplining Pallavi to make her come his way. Pallavi resorts to
hiding and lying about the progress of her life from Govind so as to escape from his abuse, at
least temporarily. However, the relocation to Mumbai has impacted her personal relationships
and support system in an empowering way. Her intense training as a pilot enhances her
confidence and self-assurance. Pallavi’s transformed subjectivity finds it unbearable to tolerate
the toxicity of Govind, and she breaks the relationship on the night he abuses her and slut shames

her on the street. Govind attacks Pallavi the next day by throwing acid on her face.

Kuriakose et al. point out: “...violence against women operates within a particular
political context and social relation marked by structural gender inequalities... Gendered
differences are sustained through normalised violence on individuals or groups in subordinated
situation in the power relation” (67). They say: “gender-based and sexualised violence are
‘normalised and performed through material and symbolic acts that are carried out in regular life

299

through ordinary networks’ making them ‘routine violence’” (Chatterjee quoted in Kuriakose et
al. 67). The symbolic violence operated through language and silence against Pallavi in everyday
life is not read as violence proper, rather they have been overlooked and normalised as extension

of excessive love and possessiveness. The ‘routine’ violence did not take a material form as long

as Pallavi was obedient and submissive.

Despite the physical and emotional scars, she refuses to be defined solely by her
appearance. The film explores her transformation from a victim to a survivor who challenges

societal expectations and embraces her true self.
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4.2.7.2. Female Camaraderie and Solidarity

Uyare emphasises the importance of supportive relationships and solidarity in the face of
gendered violence. Pallavi's friend Sariya D’Costa (played by Anarkali Marikkar) stands as a
pillar of strength and support, offering unwavering encouragement throughout her journey. It is
Sariya who constantly reminds her that relationships are only one part of life and not the entire
life. Sariya, by satirising how Pallavi is trying to fulfil Govind's expectations, tries to remind her
that she is succumbing to the traps of patriarchy. Eileen Green tells by drawing from F. Gray, that
“women’s parody of traditional stereotypes can also become a subversive force” (181). Sariya
laughingly describes how she broke up her relationship when it compelled her to conform to
traditional expectations of an obedient and submissive woman, in giving Pallavi the courage to

claim her agency in the relationship. Green says

Women drawing upon feminist discourses, for example which cite socialisation rather
than biology as the mechanism through which women learn to undervalue
themselves, often use a joking style to acknowledge the discrepancy between feminist
ideas and what is commonly accepted as ‘real world’. Within one conversation
women may be simultaneously resisting gender stereotypes and acknowledging the

power of dominant discourses which construct masculinities and femininities

(ibid. 179)

Sariya cites her breaking up in a humorous tone to hint at the toxic nature of the
relationship Pallavi is trying to defend. Sariya, throughout the film, maintains her sarcastic and

humorous reactions to challenging situations. It is Sariya who invites Pallavi to Delhi to visit a
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restaurant run by acid attack survivors to support one another. Their camaraderie and solidarity

give Pallavi strength to fight her situation, both legally and socially.

4.2.7.3. Redefining Beauty Standards

The film confronts societal beauty standards and the objectification of women. Pallavi's
facial scars serve as a poignant symbol of the violence she endured, but the narrative rejects the
idea that physical appearance determines a woman’s worth. Pallavi, on her way back from Delhi,
meets Vishal Rajashekharan, the Executive Vice President of Cloud 9 airlines. Vishal had met
Pallavi before when she was a pilot trainee. Pallavi’s disfigured face shocks Vishal. He offers her
help in case she needs any. She asks him if he can recruit her as an air hostess. Though Pallavi
asks for air hostess job only to silence Vishal, he gives it a serious consideration. He effortfully
convinces the board of the airline company, which is headed by his father. Pallavi joins their air

hostess team.

Pallavi’s joining as an air hostess challenges the conventional notions associated with
how beauty is perceived. Vishal tells the media that it's high time to redefine the standards of
beauty when they ask him if this job mandates ‘beauty’. He tells them that Pallavi has
intelligence and empathy, and these qualities are of prime importance to him. Pallavi serves as an
air hostess in Cloud 9, and the film shows how her workspace is sensitised towards her. As
Vishal affirms, when someone throws acid on the face of a woman with promising intellect, it
does not end her future and career. Pallavi’s determination of not confining herself as victim is
supplemented by Vishal’s firm stand to revisit the normative criteria of occupational and social

status.
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4.2.8. Kumbalangi Nights (2019)

Kumbalangi Nights revolves around the children of Napoleon and how they navigate
through estrangement, discrimination and societal pressures to realise their paths and purpose of
life. The film introduces four distinct male characters, each grappling with their insecurities and
vulnerabilities. Through their journeys, the film emphasises the importance of emotional
intelligence, empathy, and breaking free from societal pressures to conform to stereotypical
expectations of machismo. The children of Napoleon, Saji, Bony, Bobby and Franky live in a
house that is only partially built. Saji and Bony are related through the marriage of Saji’s father
and Bony’s mother. Bony and Franky are born out of this marriage. However, Napoleon passed
away, and their mother left in pursuit of spirituality. The boys are unemployed and directionless,
except for Franky. Franky is supporting his education through fellowship and dreams for a better
future.

Though their introduction begins with the brothers fighting with each other out of
frustration, it is soon revealed that each one is struggling to deal with their own insecurities. Saji
is dependent on his friend, a migrant from Tamil Nadu, for his day-to-day living. Bony is dumb
and is part of a local dance troupe. Bobby is unemployed and does not have any motivation in
life. He suffers from emotional problems that are growing due to the lack of presence of his
mother while growing up. As Bobby is born in the wedlock of Napoleon and his mother, with
Saji and Bony as their respective sons, the complexity of family ties has most affected him.
Franky is a school-going boy, who detests the estranged environment of the house. He aims at

building a better future and invests in studying.



Pradeep 99

4.2.8.1. Redefining Masculinity

Kumbalangi Nights presents a nuanced portrayal of masculinity, challenging traditional
notions and associated toxic behaviours. Bobby, of the four brothers, desires to conform to a
normative family structure with frequent machismo exhibitions. When his only friend, Prashanth,
introduces his girlfriend, Sumisha, to Bobby, he immediately resorts to body shaming. Though
sugar-coated, the tendency to ridicule his own friend arises from Bobby’s jealousy that, despite
being handsome according to conventional beauty standards, he is not pursued by any woman.
Sumisha, understanding Bobby’s subtle taunt, replies with a similar jibe at Bobby to establish
that his idea of beauty is flawed. Prashanth, who is also jobless, is motivated by Sumi to pursue a
career. Bobby cannot digest that a woman can inspire a man and direct him to find a purpose. He
shames their relationship again, saying, “am s @:sleaoMEAIsTE] @ 20wess amosemsn’” > a
misogynistic and lewd usage in Kerala which implies women are only objects of sexual pleasure.
Prashanth gives him a long look and states he wants to start “living”. Prashanth and Sumisha and
their relationship, though constantly confronting the patriarchal and masculine thoughts in him,
has a greater impact on Bobby’s perceptions. It is through Sumisha that Bobby meets Babymol.
When Bobby advances to kiss her despite her denying consent, she reacts sharply. While leaving
the space, he angrily states, “emoem sosmosm™"* to which Babymol responds “get lost”. When
Bobby storms out of the theatre, the movie they are watching is shown as Arjun Reddy, a movie
that received severe criticism for its glorification of toxic masculinity. The narrative juxtaposes

Bobby’s behaviour and the movie, which represents toxic masculinity, to convey how he has

embodied the elements of toxic behaviours. The movie Arjun Reddy (2017) contains scenes
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where the titular hero publicly kisses his love interest. In their article on Kabir Singh (2019), a
remake of Arjun Reddy (2017), D. Ganguly and R. Singh observe that .. kissing amidst an
approving audience is an act of daring and also of fearless possession. He does not ask for
consent, and neither does he wait for it.” They say that an overtly masculine script establishes
that a man ‘cannot learn to be a man without learning how to transact with women’ (Mosher and
Tomkins quoted in D. Ganguly and R. Singh 11). The women character in Arjun Reddy/Kabir
Singh endures the macho hero’s actions without any protest. However, Babymol reacts sharply.
Bobby, who has normalised the ideas of heteronormative enactments of masculinity, is taken
aback. Further efforts of Babymol bring about changes in Bobby. However, the meeting with his

mother becomes a decisive point.

Leelamma, their mother, has left home long ago and is part of a spiritual team. Upon deciding to
marry Babymol, Bobby finds their house as an incomplete and inappropriate space to bring a
woman to. He initially considers relocating as Bony also brings his Afro-American girlfriend
home. He feels having a ‘head of the family’ can make their house look like a family. When they
meet their mother, they realise that Leelamma is emotionally detached from them. She denies the
possibility of her coming home and staying with them even for ten days. She tells them she can
only pray for their best. A disheartened Bobby, while talking to his brothers, resorts to cursing
the disconnection shown by their mother. He calls her “crazy” and “selfish”. Saji, their father’s
eldest son, interrupts Bobby and asks him not to curse her. He says that when they are not ready
to do anything for one another, expecting their mother to be selfless is unfair. He recollects her
struggles when she came to the house after marriage. Saji tells Bobby that she might have gone

exhausted with all those sufferings and needs rest at this age. He tells him to be respectful of her
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decision. Thereafter Bobby is shown as shedding his normative ideals and embracing the
nonconformity of their household.

The transformation of Bobby is one of the major representational strategies through
which the film challenges the masculine behaviours that are established and glorified by popular
cinema. When Bobby finds Bony has brought his Afro-American girlfriend home and learns Saji
is bringing his late friend’s wife and newborn also there, he questions the absence of a patriarch
to control them.
4.2.8.2. Unveiling Toxic Masculinity

Babymol’s sister, Simi, is newly married to Shammi. Shammi is introduced as relishing
in his own mirror image of a clean-shaved face. While looking in the mirror, he notices a bindi.
He, shifted after marriage to a family that consists only of women, removes the bindi with the
sharp edge of the razorblade and flushes it in the washbasin till it gets drained. Once it
disappears, he washes his hands, looks at the mirror and declares “Raymond: the complete man”
(0:08:11 - 0:08:21). “The ideology of hypermasculinity valorises masculine traits and negates
feminine aspects” (Ganguly and Singh 18). Hypermasculinity, according to Mosher and
Tomkins, disregards feminine qualities and amplifies masculine traits to fulfil the objectives of
‘hostile dominant goals motivated by the effects of excitement, anger, disgust and contempt’
(64). Shammi creates an atmosphere of terror around the house for boys who play in the
neighbourhood. Simi, who gets perplexed by his reactions, is made fun of by him. He constantly
asks her, “why are you so scared?” or “how much will you be scared?” to Simi to establish that
Simi is scared of him. Donald P. Levy explains that hegemonic masculinity involves men
actively engaging in establishing the hierarchical positioning of themselves and entailing the

subordination of women (2099- 2101).
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He assumes the position of his late father-in-law by himself and believes he has acquired
absolute authority over the family. He asks his mother-in-law, in the pe-text of eating together, if
he can move his chair to the centre. The space, supposedly meant for the head of the family to
sit, infuses in him a sense of authority and power. R. W. Connell describes masculinity as the
‘configuration of gender practices which embodies the currently accepted answer to the problem
of legitimacy of patriarchy, which guarantees (or is taken to guarantee) the dominant position of
men and the subordination of women (77). Shammi demands to know everything that goes on in
the life of Babymol, his wife’s sister. He shamelessly interferes while Babymol and Simi have a
private conversation. Despite them indicating their discussion is exclusive and private, Shammi
insists on disclosing. Donaldson says that hegemonic masculinity functions as an ideal for men
who strive to embody its features every day (644). It offers institutional privileges and power to
them and that very factors make it a sought after identity. Connell calls it a ‘patriarchal dividend’
for embodying power and privilege within social structures (64). When Babymol showcases
discontent about how Shammi has thrown out the guest from the homestay, Shammi orders her to
stop the homestay venture as such. He cites that if anything goes wrong, people will ask only
Shammi, implying the hierarchical rank in the family he holds, which assumes responsibility for

the women.

Shammi slams his wife’s uncle for being a house maker. The uncle, who takes pride in
how he ignored the gossip about him for shifting to his wife’s house and for his culinary skills,
advises Shammi also to be dismissive about what others say. Shammi feels his manliness is
humiliated and retorts to Uncle, saying he is not a “jobless housemaker”. He chuckles in the
pleasure of instating his masculinity over their uncle. Kimmel explicates that performing actions

that signify manhood under the observation of other men emphasises the embodying of one’s
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masculine status and the assertion of its authenticity (238). Shammi ridicules Saji and Bobby,
who come to discuss Babymol’s and Bobby’s marriage, for their unconventional family
environment. He calls their house a “lodge’” where no dignified family would like to marry their
girls. He calls himself the only reliance of three hapless women. He also qualifies himself as
heading a modern family that permits girls’ freedom to an extent. However, he condemns the law
of the land, which gives freedom to women to choose their life partners, calling it very

unfortunate.

4.2.8.3. Masculinity as Performance

Mosher and Tomkins explain that masculinity is a performative act. Since it is fragile and
can be challenged at any point, they point out that it compels men to resort to overcompensating
through inflated acts at every juncture the man feels his masculinity is at threat (61). Shammi
does the same, though, terrorising the neighbourhood boys, establishing fear in his wife by
constantly stating it and assuming authority by evicting the guests in the homestay and ordering
them to shut it down. When Shammi senses his decision will be violated and Babymol will not
subscribe to his authority, he wakes the whole family in the middle of the night. He even
attempts to wake up their aged mother, who has slept after taking medicine. In the pretext of
holding a discussion, Shammi wants to enforce his power of being the elder male member, who
is the worldliest and, thus, the authority to make decisions for all of them. Shammi, throughout
the conversations, tries to establish Babymol as ignorant and driven by the representations of
romance in films. Kimmel notes that ‘one of the centrepieces of that exaggerated masculinity is
putting women down’ (191). Shammi questions Bobby’s family background and financial
situation, stating he has no privilege to share equal space with Shammi. Vandello et al. points out

that, according to the studies on masculinities, the ‘real man’ should be heterosexual and
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mentally and physically strong, and they should be displaying excellence in financial and
occupational status (1326—1327). It reaches its peak when Babymol refuses to conform to his
authority. ‘Being born to one father’ is a qualifier macho character in popular Malayalam cinema
used to hail themselves or challenge their male opponents. Shammi, too, uses the same to
differentiate himself from Bobby and his brothers, saying the major difference is that he is born
to ‘a single father’.” In contrast, Bobby and his brothers have many fathers. However, to his rage,
Babymol states that it is technically impossible to have many fathers, and everyone has only one.
Having lost the argument and his male ego hurt, Shammi resorts to abuse. He questions her
upbringing as a woman and insults her for not possessing feminine modesty. When Simi, his
wife, asserts that Shammi cannot mistreat Babymol, regardless of his familial rank, he
mysteriously shuts down and turns towards the wall after moving to a corner. Michel Kaufman
elucidates that shaming becomes an indicator of failed masculinity for macho men. When their
overperformance and inflated actions fail, that leads to psychological violence against
themselves (12). Shammi goes into complete withdrawal for more than fifteen minutes straight.
When the women turn back after calling his friend to decipher his actions, Shammi stands right
behind them with a mysterious expression and, in a moment, starts unleashing violence.
Vindello et al. say that to be a ‘real man’ embodying violence is essential, and the act of public
violence validates their masculinity (1326-1327).

Shammi, after unleashing brutal violence over the women of the house and later on the
Napoleon brothers, challenges them, saying, “mom a01c0o arso aolens” 4. However, the film
concludes with Shammi as a villain. Not only in the climax but in Shammi’s every act of

hypermasculinity and hegemonic masculinity is represented as wicked. With Babymol and the
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Napoleon brothers constantly coming in contrast to Shammi’s acts, the film uncovers and
challenges the toxicity and machoism glorified by popular Malayalam cinema. When the
Napoleon brothers reach to rescue Babymol and her family from Shammi, their mother pleads
with them to call the police, saying Shammi is sick. The hegemonic and normative family
structure Shammy attempts to enforce is established as untoward. The nonconformist family of
the Napoleon brothers is represented as progressive and, therefore, embraceable.
4.2.8.4. Women Characters in Kumbalangi Nights

The film offers a portrayal of strong women characters. Sumisha, Bobby’s friend
Prashanth’s girlfriend, challenges Bobby’s concept of masculinity in their very first
conversations. She refers to Vinayakan, an actor who comes from a dalit community and has
established himself in heroic roles when Bobby ridicules Prashanth’s physical appearance.
Bringing dalit masculinity into the centre, represented as marginalised masculinity in popular
Malayalam cinema, the character of Sumisha combats the dominant perception of masculinity

and handsomeness.

Babymol, whose influence transforms Bobby, is an independent and opinionated woman.
She is fearless in her expressions and critiques. She tells Shammi, her brother-in-law, that his act
of throwing out their guest in the homestay is deplorable. She disregards her mother’s attempt to
silence her while expressing her dissent to Shammi. She emphasises the need to have boundaries
and privacy when Shammi attempts to intervene in her conversations with her sister. Babymol is
shown as attempting to challenge and resist Shammi’s almost every attempt to bring patriarchal
structure and prescriptions into their family. When Shammi ridicules Bobby and his brothers as
being born to ‘multiple fathers’ and flaunts his greatest quality of being born to a single father,

Babymol unambiguously tells him that it is biologically impossible to have multiple fathers.
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Through her retort, Babymol dismantles the popular phrase of ‘ag @mes” aloanaicd'®, which

qualifies a hero as indomitable and respectable, as nothing great to be flaunted.

Simi, initially shown as fearful and subservient to Shammi, emerges strong when she
orders Shammi not to address Babymol with disgraceful words. She firmly states that whatever
sort of brother he is, he cannot abuse Babymol. Simi’s emergence as firm and steadfast in her
challenge to Shammi’s aggression and abuse becomes pivotal in unfolding the pathologic layer

of Shammi's toxic masculine performances.

Sumisha, Babymol, and Simi play significant roles not only in challenging and exposing
hegemonic and toxic masculinity but are also pivotal in bringing subordinate masculinities to the

centre from the peripheries.

4.2.9. Varane Avashyamund (2020)

Varane Avashyamund revolves around Neena, a middle-aged divorcee and her daughter
Nikita (Nikki). The film talks about how their relationship is impacted by their new neighbours
in the flat complex, Bibeesh (Fraud), Akashavani and Major Unnikrishnan.
4.2.9.1. Intersectionality of Gender and Age

Varane Avashyamund also explores the intersectionality of gender and age, portraying the
experiences of older women. The character of Neena, a single mother and a widow, seeks
companionship and finds love later in life. Tiina Vares notes that representations of elderly
romance and sexuality were not desirable for the popular or mainstream culture. Older people’s

lives are represented as asexual. Many often, the portrayals of their desires and sexual activeness
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are portrayed with a stroke of humour or joke (1). Neena is visualised in stark contrast to such
mainstream representations of a middle- aged mother. Neena’s explorations of romantic
relationships as a young woman are discussed with respect and admiration by other characters,
especially by her male cousin. Neena is presented as charming and attractive. Even young men
praise her for her beauty. Vares draws from Susan Sontag to point out that there is a gradual
reduction in the ‘sexual value’ and attractiveness in women with ageing (ibid. 11). Neena’s
visualisation challenges this popular notion of ‘sexual disqualification’ (ibid.). When she finds a
potential companionship in Major Unnikrishnan, Neena pursues it, disregarding the rumours
around the apartment and the obvious disapproval from her young daughter. Her storyline
challenges the notion that love and romance are reserved solely for younger individuals,

celebrating the agency and desires of older women.

Neena’s flatmate, Akshavani, is a tele serial artist who lives with two boys, who are
orphaned and unrelated to her. She has found the request of the boys’ aunt to get a caretaker as
an opportunity to escape from her widowhood. Despite being a retired employee from All India
Radio, she takes up the caretaker job as it helped her to come and live inbecamevourite city. She
becomes gotice artist and later gets offers to act in Tamil television serials. Jai Ginn and Sara
Arber say that navigating a new significance in old age can happen at an “intermediate level
between that of the broad cultural scale and that of the individual personality” (330). They
further state that it is imperative to allow interactive spaces for younger and older generations to
transcend traditional expectations and generation gaps in combating the conventionally produced
sense of self in and values that (ibid.). The film explores such a space for Akashavani to explore
her individual personality by relocating to her dream city. The bond evolved between

Akashavani, Neena, and Nikita transforms Nikita, the young daughter of Neena, in such a way to
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reflect on her mother’s aspirations and individuality. Akshavani’s narration of her life journey
helps Nikita rise above her narrow outlook on older generations of women. Akashavani explains
to Nikita to be open-minded about relationships that come in one’s way. She elucidates why it is

necessary to focus on one’s happiness rather than following the rigid norms of tradition.

4.2.9.2. Empowering Female Camaraderie

Varane Avashyamund emphasises the power of female friendships and solidarity. The
characters of Neena and her student, Chinnu, form a strong bond and support each other through
life's challenges. The film highlights the importance of women uplifting one another, breaking
stereotypes, and defying societal limitations placed upon them. Chinnu, the free-spirited artistic
girl from the Indo-French Cultural Centre where Neena teaches, becomes Neena’s ally in
resolving her confusions and conflicts surrounding her relationship with Nikita and
Unnikrishnan.

Neena’s relationship with her neighbour, Akashavani, brings comfort to both women, the
former being a divorcee and the latter a widow. Both have relocated to a metropolitan city from
semi-urban places in Kerala. Understanding the loneliness and the challenges in choosing
unconventional life journeys, they become pillars for each other. Akashavani’s presence in her
life becomes decisive in resolving the conflict with Nikita, her daughter, who finds it
unacceptable that her middle-aged and divorced mother initiates a romantic relationship of her
own when the daughter is at a marriageable age, according to societal norms.

While Nikita finds it conflicting to accept and understand her mother, she comfortably
befriends Dr. Shirley, the mother of her fiancé, whom she finds more adherent to societal
practices. Shirley apparently caters to her needs as the mother figure whom she dreamt of,

whereas Neena heads to her workplace. When her fiancée breaks the relationship upon knowing
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Nikita’s mother is planning to marry again, it is Shirley who comes to comfort her. The scene
unravels the progressive layer of Shirley, who accepts Neena’s choices and journey. She tells
Nikita not to come to her ‘home’, shattering Nikita’s idea of an all-encompassing space and
‘complete family’. Shirley says neither her husband nor her son will understand the
unconventionality of Nikita’s and her mother’s life journey and thus, it is better for Nikita not to
choose her son over her mother’s wishes. Though they dropped the marriage possibilities, Nikita
and Shirley continued to be friends and later befriended Neena as well. The female camaraderie
empowers these women to follow their choices and remain self-assured about breaking societal
expectations about women'’s lives.

4.2.9.3. Challenging the Normative Beauty Standards

Chinnu is a stout and colour-skinned girl. However, she doesn’t hold any insecurity
regarding her physical appearance. She confidently rejects the claim of her mother’s friend, who
runs a weight loss clinic, that losing weight would bring better marriage/romantic prospects. Her
relationship with her body is entirely based on her own personal choices, not on any societal
expectations. Her self-assurance about her physique helps her let Neena also experience her
beauty.

Neena, even at her middle age, is enchantingly dressed up. Neena’s appearance and
embodiment of femininity break the ways in which middle-aged mothers are represented in
popular Malayalam cinema, where mothers of young woman/man are either invisiblised in the
unending chores of the household or vilified/ridiculed for their public lives.
4.2.9.4. Negotiating Feminine Identity

The film also explores the negotiation of feminine identity through the character of

Nikita, aka Nikki. Nikki is an independent, modern woman who is employed in a private
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company. However, she grapples with societal expectations and finds herself torn between
fulfilling traditional gender roles and following her dreams. Growing up, parented by a single
mother, Nikita dreams about a perfect family. She feels that the cause of their struggles is her
mother’s love-marriage, due to which they did not have any support from the extended family.
She rejects any possibility of romantic relationships in her life and looks for marriage proposals
through registered matrimonial companies. Nikita always subtly criticises her mother’s love life
whereas Neena had several romantic affairs at her younger age. She finds it conflicting to accept
that her mother still invests in public life. Even when she acknowledges her mother’s bravery
and strength in bringing her up as a single parent without any support system, Nikita expects her
mother to conform to the image of a dutiful and compliant middle-aged woman the way society
defines motherhood in middle-age. Her criticism sharpens when a potential marriage prospect is
lost due to her mother’s courtship with their neighbour. The older women of their apartment
compel Nikita with their life stories to look at life beyond traditional social and familial roles.
The character's journey reflects the challenges many women face in balancing their aspirations
with societal pressures.
4.2.9.5. Challenging Stereotypical Masculinity

Major Unnikrishnan, played by Suresh Gopi, is a retired military officer who embodies
strength and discipline but also showcases vulnerability and emotional depth. The character
subverts the idea that masculinity must always be stoic and unemotional, highlighting the
importance of embracing and expressing one's emotions. Unnikrishnan approaches a therapist to
primarily treat his anger issues. However, the therapy allows him to understand the root of his
emotional issues. The therapist says keeps the moustache only to appear as fearless, but he is a

vulnerable being inside. This statement is made to challenge the notions of fearlessness,
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invulnerability and stoicism associated with masculinity. Varane Avashyamund, following
Kumbalangi Nights, advocates to do away with the preconceived notions around therapy and
professional mental health support, where emotional problems are viewed as weakness and
undesirable in men. These portrayals challenge the popular masculine representations by
centralising their agonies, their cravings for emotional support and psychological conflicts. Their
tears and sobs are not hidden from the narratives or juxtaposed with sequences of aggression and

violence unleashed by them.

4.2.10. The Great Indian Kitchen (2021)

The Great Indian Kitchen (TGIK from hereafter) revolves around the journey of a
newlywed woman, taking place in a traditional Hindu Nair'® household. The film unravels her
transformation, within the cinematic narrative, from an ostensibly liberated upbringing in her
NRI parents’ home to the boundaries of an orthodox married household.
4.2.10.1. The Kitchen as a Symbol of Gendered Roles

TGIK discusses how married life unfolds for a woman in a traditional arranged marriage,
culminating in estrangement and divorce. As the film’s title suggests, much screen space is
devoted to the protagonist's life around the kitchen. The wife and all other women in the film, all
unnamed, are engrossed in the kitchen, performing various tasks. The uprooting of the female
protagonist from an apparently modernised family of an NRI parent to a traditional and
conservative environment is indicated by the architecture of both houses. The kitchen in the

in-laws’ house is situated at a distance from other common areas of the house, thereby limiting

16 “Nair is a matrilineal community that constitute a large section of landed elite in Malabar” (3-4). The matrilineal
kinship and descent were ended in 1933 by the Madras Marumakkathayam Act. This resulted in the “realignments
of power along the lines of gender, generations, and changing access to property and authority...” (283) The film
subtly reveals its backdrop, particularly highlighting the North Malabar setting of the in-law's family, through the
presence of 2019 Lok Sabha election posters, featuring candidates.
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the interaction of the women, who are preoccupied with cooking and related tasks, with male
members of the house. The culinary preferences of the men, as detailed by the mother-in-law in
the initial sequences and later by themselves, stop the kitchen from getting modernised. The
father-in-law demands the rice be cooked on the hearth, chutney be done in grinding stone, and
his clothes be washed manually. The husband insists on having chapatis for dinner. The women
perform even the simple acts of giving a toothbrush and placing the men’s slippers beneath their
feet. After serving the men, the women swiftly vacate the veranda and other open spaces, while
the men never enter the kitchen or the backyard, markedly differentiating and demarcating

gendered spaces inside a household.

As the film progresses, the women are reduced to mere hands which tirelessly perform a
multitude of chores. This relentless repetition is symbolised by their wedding rings and bangles.
The initial scenes of delicious meals give way to leftovers scattered on the dining table, remnants

of the men’s meals.

Women, including girl children, are not permitted to dine with the men. Arjun Appadurai
observes, “While the male children are encouraged to continue to demand deference in culinary
etiquette, female children are increasingly socialised into the subordinate, service role that they
must learn to occupy as future daughters-in-law” (6). When men enjoy meals lavishly, women do
not even have clean and hygienic spaces to eat. Appadurai says, “Domestic food transactions
express the superiority of men largely through their priority in being served food, the positions
they physically occupy, and the disengagement from the cooking process” (ibid. 5). The wife is
displeased for being compelled to eat amidst leftovers and waste; however, the mother-in-law

seems habituated and unbothered about the dirt around. The displeasure and discontent solidify
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on the wife's face, and she is haunted by the murky smell of kitchen waste even during sexual

intercourse.

As the mother-in-law leaves, carrying a mini kitchen in her luggage, the house becomes
solely the wife’s responsibility. The kitchen, where the woman is tied almost entirely, becomes
what Simon de Beauvoir calls a space of “immanence” (98). The domestic labour she is slammed
into “locks her in repetition and immanence; day after day, it repeats itself in identical form...It
produces nothing new” (ibid.). The film shows the wife performing the same tasks, including
cooking, cleaning and engaging in sex, repeatedly for about forty minutes.'” Beauvoir refers to
Bachelard to argue that the Sisyphean struggle of a housewife is the one against the
unconquerable dirt (ibid. 537). She repeatedly requests him to bring a plumber; however, he does
not find it urgent or even necessary. The rotten smell of the murky water follows her till night,

even during sex, and she gets nauseous.

Beauvoir says, “washing, ironing, sweeping, routing out tufts of dust in the dark places
behind the wardrobe, this is holding away death but also refusing life: for in one movement time
is created and destroyed; the housewife only grasps the negative aspect of it” (ibid. 541). The
decay of the rotting kitchen leftovers is repeatedly visualised in juxtaposition with the wife

gradually losing her liveliness and love.

4.2.10.2. The Shared Space of Bedroom: Sex and Desire
The bedroom, the only space she shares with her husband, also offers no atmosphere for

intimacy or connection. Conversations are absent, and the exchanges are one-sided, mostly with

17 The wife toils relentlessly, cleaning the filth and dirt of the kitchen, wiping the dining table where men have
spitted the chewed drumsticks and changing the wastewater leaking from the broken pipe and clogged sink. When

the kitchen sink is clogged, her pleas for her husband’s help fall on deaf ears.
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the husband exerting his conjugal authority over the wife. The shots of their sexual acts are taken

in top-down mode, with the wife being laid down and not involved in the act of sex. She is
incessantly distracted by the memory of the dirt she is dealing with. Her mentioning of the pain
of penetrative sex, devoid of any foreplay, shocks the husband and is met with humiliation and
disapproval. Holland et al. observe, “to reveal sexual knowledge and express sexual desires
threatens a girl’s reputation” (4). She struggles to find a language that allows her to speak about
her sexual experience; as Holland et al. find, “the dominant culture has no acceptable language
for discussing sex”. They say, “a modest feminine reputation requires a young woman to
construct a disembodied sexuality. The woman becomes a passive body, rather than actively

embodied” (ibid. 4).

4.2.10.3. Body as a Site; Menstruation and the Notion of Impurity

The only time the wife is disengaged from household and sexual labour is when she is
menstruating. The concession is not out of consideration but due to the concept of impurity
during the menstrual period. “During a woman’s menstrual period, she is totally isolated and is
especially barred from any contact with the hearth” (Appadurai 9). She is instructed not to cook

or touch utensils and other accessories. Chitra Karunakaran Prasanna observes:

The practice of treating women as unclean during menstruation can be observed across
India, where women face restrictions in mobility during menstruation not just in the
domestic sphere (home and surroundings) but also in the public sphere (mainly in places
of worship). In the private sphere of domestic life, the nature of restrictions includes
denial of body contact within the house, denial of sexual intercourse, denial of entry to
the kitchen or worship rooms in the house, segregation in terms of separate beds or rooms

or even separate habitation where women have to stay away from the house etc.
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92)

The narrative takes a turn with the Sabarimala pilgrimage season starting, and the men of
the house decide to observe the rituals. However, the wife, due to her upbringing in an NRI
parents’ household, is ignorant of the rituals and practices and ends up violating many of those to
the displeasure of the men. Intensifying their discontent, she enters her menstrual period during
the pilgrimage season. An aunt is urgently summoned to address the domestic and religious
needs of the men during her menstrual period. This aunt embodies the traditional ideals of a
woman in a patriarchal household, dressed in traditional Kerala attire and performing household
chores as if they were acts of devotion. The wife is asked not to step out of the small and dark
room where she is confined. She is barred from using any bedding or common vessels. The aunt
clearly instructs her not to come out or see anyone. The wife is instructed to wash everything she
has used during her menstrual period in flowing water to cleanse their impurity. Prasanna says:
“Women also institutionalise these taboos, passing them on to successive generations through the
process of socialisation. The violence is manifested in the silencing of a natural aspect of
femininity by inculcating guilt and shame in women, which lasts for a lifetime” (ibid. 92). In an
attempt to rescue her husband from a motorbike accident, the wife happens to touch him, which
triggers his abusive response. However, he seeks ritualistic solutions to keep his asceticism
intact. While men get opportunities to make religious amends, women are forced to abide by the

rules and norms of yesteryears.

The bitterness within the family regarding the wife’s disregard for customs and rituals
intensifies as she shares a video advocating women’s entry into the Sabarimala temple. This act
enraged the religious group headed by her father-in-law. The wife refuses to delete the video,

creating extreme dismay for the husband. In contrast to the silence and submissiveness she
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embodies throughout the film, the wife yells at the husband when he attempts to coerce her to
delete the video. This silence, notes Kristine De Welde, drawing from Urban Walker, “was
inextricably linked with traditional gender roles and adherence to cultural narratives of
femininity...” (20). De Walde says, “The ability to summon their voices and yell deeply and
assertively... been compromised by a doctrine of silence” (ibid. 19-20). Regaining her voice
enables the wife to see how generations of women have been exploited and denied their choices,

dreams and fundamental rights.

In the penultimate shot, we see the wife in close-up shots with determination to leave the
in-laws’ house. She has removed the nuptial thread. Enraged with being ordered to serve tea for
the priests, she pours the wastewater from the leaked kitchen sink. When the husband and his
father storm at her to beat her, she throws the murky water on their face. De Welde says,
“self-defence as a system of techniques and as a way of life subverts dominant gender patterns
through an internal critique of them” (ibid. 4). She walks out as the men stand in shock, and the
priests continue their rituals. She passes those women who protest against the Supreme Court
verdict, allowing young women’s entry to the Sabarimala temple, symbolising that progress is

achieved only by destroying the conventions.

In the epilogue, we see the woman achieving her dream of being a dancer with
confidence by choreographing an intense theme of women’s resistance, opposite to her husband,

who now got his divorce and married again, following the same pattern.

4.2.10.4. Subversion of Societal Norms and Critique of Patriarchy
The only character named in the film is Usha, the domestic help. Even when shown doing
all the household chores like all other women in the film, Usha is the only one making an earning

out of it. Thus, domestic labour for Usha is neither an emotional burden nor a devotional activity,
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rather, it is like any other vocation. She tells the wife she does not follow the conventions of
staying isolated during the menstrual period. Usha and her daughter are the only people who
come closer to the wife in her isolation during menstruation. Usha’s shots are taken in the

opposite direction to other women when performing household tasks to emphasise the difference.

A Dalit woman, Usha is aware of the exploitations and discrimination society inflicts on
them. She subtly critiques the practices, saying one has to be smart to survive. When she says she
works even during her menstrual period since she has to afford her children’s education, the wife
exclaims that it is an extraordinary measure any woman could take in her life. Even while
observing the rituals, Usha’s daughter does not turn discriminatory or practice rituals that
endorse untouchability and marginalisation. The kid meets the wife and even touches her,

showing empathy and sensitivity.

Part 11

4.3. Feminist Discourse in the Select Films as Translation

The previous sections of the chapter have illustrated how spaces are gendered, how
bodies become sites where normative and patriarchal power operates and how embodiment
reflects the power arrangements in a dominant society. The analyses of the select audiovisual
texts show how their representations of gendered embodiment challenge and transform
traditional notions of gender. This section argues how a contextual and situated reading of these

audiovisual texts becomes a feminist translation.
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4.3.1. Reading as Feminist Translation

The active role of readers in interpreting texts parallels the work of translators, as both
engage with linguistic and cultural contexts to construct meaning. George Steiner argues that
reading, as it opens possibilities to recreate and reinterpret texts, is an act of translation (27).
Maria Tymoczko’s assertion that “every writing is a re-writing” further expands this notion,
suggesting every act of reading is inherently creative and interpretive (41). It implies that texts
are not static artefacts but a process open to transformative forces. The cultural, social and
political setting of the reader and the reading change the interpretation and understanding of a
text. Thus, reading is a form of rewriting where the reader actively participates in the creation of
meaning. This approach to reading aligns with Barbara Godard’s proposition that a [feminist]
translator is an active reader becoming a writer, a co-producer of meaning rather than a passive
amanuensis” (3).

As the relationship between the act of meaning making and the reader becomes clearer, it
is important to note the shift from a “textual reader to a contextually situated reader” (Littau
122). The concept of a universal/textual reader is eroded by the emergence of identity studies,
such as women’s studies, postcolonial studies, ethnic and minority studies and queer studies,
from the 1980s onwards (ibid.). The focus is shifted to the “differences of reading produced by
women, gay or lesbian, or readers of ethnic minorities’ (Bennett 4). Judith Fetterly argues that
the textually implied reader is male. She further says androcentric works ‘co-opt’ female readers
‘to identify against themselves’ (xii). This makes female readers to be ‘ascending readers’ and
results in immasculation them (ibid. xx- xxii). The process of immasculation hinders their critical
engagement with texts and makes them oblivious to identity markers such as gender, caste, class,

race etc. Therefore, Fetterly urges readers to be ‘resisting readers’ in order to contend with
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dominant and normative discourses and ideologies within texts. Thus, an informed and situated
reading of the select AV texts allows readers to critically interact with the representations of the
embodiment of gendered spaces. This critical engagement produces reinterpretations of the
portrayals of gendered spaces and embodied spaces that has been produced by Popular
Malayalam cinema over decades. A ‘resistant’ and ‘renegade’ reading possibilities to reimagine
patriarchal stereotypes and normative gender roles and offers a feminist interpretation of the
select texts.
4.3.2. Rewriting as Feminist Translation

The clash of discourses and ideologies generates new narratives. Here, the process of
contextual reading, exemplified by feminist translation, emerges as an act of reinterpreting the
traditional normative positions (Pradeep and Das 39). Translation, in feminist imagination, is
regarded as a process of rewriting where the questions of power, ideology and manipulation are
involved (Lefevere 1992). Alvarez and Vidal say that translation implies an unbalanced power.
They say, “Translation is ... a complex process of re-writing that runs parallel both to the overall
view of language and of the ‘Other’ people have throughout history; and to the influences and
the balance of power...” (4). They further say, “Translation is an excellent vehicle for conveying
the typically Foucauldian binary essence of the opposition power/knowledge: power is intimately
related to knowledge, information, and especially to how that information is conveyed and the
way of articulating a wide range of discursive elements...” (ibid. 6).
The AV texts under study juxtapose the conflicts of patriarchal power arrangements with feminist
discourses. Bangalore Days (2014) shows how normative expectations of a married woman is
constantly challenged by Divya. The superstitious and orthodox mother of Divya comes in stark

contrast with Kuttan’s mother, who craves city life and modernisation. Kuttan’s normative
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expectations of a submissive and docile partner with a rural upbringing is shattered within the
narrative, and he eventually gets married to a foreigner. The urbanised, liberated, and agencied
women win over the normative and patriarchal stereotypes. In Rani Padmini (2015), the conflict
between patriarchal and feminist ideologies is brought through the opposition between Padmini
and Lalithamma, her mother-in-law. Lalithamma embodies the brutishness of patriarchy. Rani
and her mother also showcase the conflict of normative expectations and feminist practices.
Ramante Edanthottam (2017) does not have a concrete character that comes in contrast with
Malini. It portrays the conflicts through its male leads, Elvis and Raman and represents Malini’s
emergence as an independent and agencied woman’ navigating both regressive and progressive
masculinities. Godha (2017) also emphasise how Aditi navigates the normative expectations and
patriarchal violence acting on her from various institutions: her family, friendships and wrestling
as a predominantly masculine sport. Take Off (2017), similar to Godha, represents how various
forms of normative power acts upon women'’s everyday lives. The prescriptions of patriarchal
family, religion and normative expectations of motherhood attempt to coerce Sameera and
destroy her willpower. However, it is her determination and courage that contends with abstract
and concrete power formations around her. Mayaanadhi (2017) shows how Appu is trapped
between normativity and feminist ideas. Though concrete forms of patriarchal forces exist, such
as conventional family settings, within the narrative, it is the inner conflict of Appu and how she
converges these contrasting discourses that form the core of the film. In Uyare (2018), The
malicious and violent layers of how hegemonic and toxic masculinities work within families are
exposed in Kumbalangi Nights (2019). The women characters battle with the employment of
hegemonic powers on their bodies and choices. Varane Avashyamund (2020) shows how Neena

and Akashavani shatter normative expectations of middle-aged and old-aged women,



Pradeep 121

respectively. Neena contests the dominant notion of the middle-aged female body as asexual.
Akashavani challenges the conventional concept of family as she nurtures her association with
two boys who are unrelated to her as her family, despite having kids and grandchildren through
marriage. The Great Indian Kitchen (2021) juxtaposes the wife’s despise towards the monotony
of household chores and patriarchal oppression with the servitude performed by the aunt as it is
her divine duty. The wife’s confinement during her menstrual period is shown in alternative
sequences with the detailing of the activist who advocates for young women’s entry into the
Sabarimala temple. As the wife walks out of her oppressive and regressive marriage, her walk
into the world of liberation and empowerment is shown in contrast with the women protesting
against the Supreme Court Verdict permitting young women’s entry into the Sabarimala temple.
The power conflicts within these narratives among various power structures offer
reworked portrayals of women and women’s experiences. The battling of normative and
patriarchal ideologies with feminist discourses necessitates the readers/viewers to construct
feminist consciousness to understand the rewritten female subjectivities. These reworked
subjectivities also signify the metonymic aspect of translation that allows “correction and
retelling of marginalised texts for its original audiences” (Tymoczko 47). The representations of
power conflicts between patriarchal and feminist discourse are retellings of the popular
representations of the embodiment of gendered spaces in Malayalam cinema. What the select
films offer is a corrected version of the narrative where the marginalised subject is empowered
and centralised. The male gaze in the popular cinematic narrative is reworked and a female gaze

is enabled in these films, which in themselves become feminist translations.
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4.3.3. Transformation as feminist Translation

A significant shift the select text showcases is the transformation of women characters
with the progress of the narrative. Feminist discourse serves as a political endeavour aimed at
creating new meanings, focusing on the transformation of subjects through language (Godard
617). Divya in Bangalore Days is initially shown as trapped and tricked by patriarchal and
religious ideologies. Her dreams of higher education and starting a business are hindered by an
arranged marriage. As the narrative progresses Divya understands the oppressive forces acting
on her and liberates herself from them. She not only emerges as a self-reliant woman from a
naive and dependent housewife but also enables Shivadas, her husband to address his conflicts.
Rani Padmini shows Padmini, who is initially excited to identify herself as the obedient daughter
of Shankaran Vaidya realising these labels are only a trap to confine women within the
household. She embarks on a road journey which empowers her and unchains her from the
clutches of oppressive powers of patriarchy. Malini, similar to the journey Padmini goes through,
comes out of a toxic marriage and establishes her independent self and being. Uyare shows how
Pallavi disentangles herself from a toxic relationship. Her decision to separate triggers Govind to
throw acid on her face. The disfigured Pallavi loses her dream occupation as pilot since the acid
attack damages her eyesight. However, she emerges from a victim to a fighter who challenges
the normative beauty concepts and finds a career as air hostess. She fights a legal battle, despite
her working-class setting, and achieves judicial justice. The representation disabled and
disfigured women as dependents and objects of sympathy and pity are disregarded and these
films offer a transformative representation of them as fighters and combatants. When new

meanings are generated and representations are constantly reshaped in language, the process
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becomes translative. Godard says “feminist discourse presents transformation as performance as
a model for translation (12).
4.3.4. Subversion as Feminist Translation

According to Godard the endeavour of feminist discourse is to “subvert the monologism
of the dominant discourse” (44). These films centralise women characters who are pushed to
peripheries or represented as villainised in the Popular Malayalam cinema. The popular
Malayalam cinema has always glorified and celebrated women who submit themselves to the
patriarchal doctrines. The previous chapter has discussed how the popular cinema constructs the
stereotypes of submissive and contesting women. In the select films women, who distance
themselves from the normative vision, are placed at the centre of the narrative, thereby offering
alternative readings of the dominant representations. The portrayals under study challenges the
uneven power arrangements in dominant narratives. The battling of normative and feminist
discourses effectively subverts the patriarchal ideology and discourses and give way for feminist
representations to win over. The dominant cinematic conventions have, for long, erased women’s
perspectives. Disabled women are shown as pitied objects. Young and able-bodied women are
always represented as objects of desire. Middle-aged and older women are desexualised in their
representations and confined to the roles of noble and dutiful mothers or grandmothers relishing
in nostalgic memories. The select texts challenge these perceptions where disabled women and
aged women are shown as having sexual agency. They no longer evoke pity or contempt.
Women’ sexual agency is emphasised in the select films, where possibilities of deriving
scopophilia is dismantled through strategies of ‘distantiation’ (Littau 131), ‘passionate
detachment’ (Mulvey 18) or ‘act of making strange’ (Bobo 24). These films enable a critical

distance between the reader/viewer and them to enable the above practices to critically engage
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with them. These techniques disallow them from the possible immasculation and allows them to
generate feminist meanings from the act of subversive reading, which in itself becomes feminist
translation.
4.3.5. Visibilising the Unseen/Voicing the Unheard

Barbara Godard has emphasised that “feminist discourse is translation in two ways; a
notation of gestural and other codes from what has been hitherto unheard of, a muted discourse,
and as repetition and consequent displacement of the dominant discourse” (46). Woman who
loathes domestic chores and aspires to find a career, woman walking out of wedlock and not
returning to the institution even for her child, Women who embark on road trip and experience a
transformative and empowering journey, disabled women disagreeing to be dependent and
objects of sympathy, old age women finding romantic partners and younger companies and yet
the narrative standing by them is a representation the popular Malayalam cinema has not been
familiar with. Meena T. Pillai finds “Film after film in Malayalam has created the image of a
woman who loves to cook and clean, wash and scrub, shine and polish for her man
(Meleparambil Aanveedu, Valsalyam, Mayamayooram, Kumkumacheppu, Kudumbapuranam,
Thillakkam, Kuruppinte Kanakkupusthakam, Nayam Vyakthamakkuka, Rakkuyilin
Ragasadassil)” (19). The ideal women, as established by popular Malayalam cinema, are the
characters of Shobha and Chinnamma in Bangalore Days, Lalithamma and Rani’s mother in
Rani Padmini, Shaheed’s mother in 7ake Off, Aparna’s mother in Mayaanadhi and the character
of aunt in The Great Indian Kitchen. “The obvious enjoyment of these women in offering their
servitude to men takes on a new signification and serves as a marker of the power of culture to

impose its structures on the woman as representation. Thus, that it is nearly impossible for a
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woman to command power in the family hierarchy elsewhere is neatly established through the
differential assigning of tasks according to gender” (ibid. 19).

In the select texts, we see women who despise the servitude to patriarchy in general and
men in particular. These narratives offer to visibilise their perspectives and voice their
experiences. The key venture of feminist discourses is to reclaim the language and disengage it
from patriarchal imaginations. Thus, feminist discourse attempts to deconstruct the patriarchal
language and strive to make women visible linguistically. In allowing the visibilising of women
and their experiences, which has not been centralised for centuries, these films offer a feminist

translation of the dominant cinematic language.

4.4. Conclusion

The representations offered by the select films challenge the images produced and
reproduced by the Malayalam cinema. The embodied gendered spaces, as portrayed in these
films, urge us to look at representations from a gender lens, thereby subverting the knowledge
and aesthetics mainstream cinema has been perpetuating. The chapter that the novel way of
representation offered by the select films is a reinterpretation of the gender roles and
performances which have been familiarised and established by the dominant cinema. The
reinterpretation becomes a feminist translation by creating a rupture in the aesthetics set by the
Malayalam cinema over centuries and a displacement from the representations that have been

produced over time.
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Chapter 5

Subtitles, Malayalam Cinema, and the Manifestation of Embodiment

5.1. Introduction

This chapter sets out to analyse the expressive capacity of subtitles to capture the notion
of embodiment. The chapter studies how gendered space, the notion of embodiment and the
embeddedness of gendered space are articulated through subtitles. The chapter critically
investigates how the representation of gendered embodiment is conveyed; and what is left
unsaid. The chapter aims at reading the potential or possibilities of translating the unheard. The

chapter also attempts to problematise the politics of the texts that are invisible.

The chapter analyses the representations of embodiment from the third chapter in
juxtaposition with their subtitles. Through the analyses, the chapter endeavours to study how the

embeddedness and embodiment of gendered spaces are articulated in subtitles.

5.2. Analyses of Subtitles and the Manifestation of Embodiment in Select Films

5.2.1. Bangalore Days (2014)

Bangalore Days (2014) is a landmark in the history of subtitling with respect to the
Malayalam cinema industry. It is the first film in India to be released in theatres with English
subtitles. The film received popular and critical acclaim for the novel representation of characters
and their interactions. Bangalore Days portrays a variety of women characters from different

spectra of society.
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Divya is a business aspirant whose education is halted by her family to get her married.
Divya complies with the normative expectations of her, and sheds her ambitions to become a
businesswoman. Upon moving to Bangalore with her husband, she tries to cater to the traditional
expectations of her as a wife. When her efforts fail, and she realises that her partner does not
have any interest in sharing an emotional bond with her, Divya returns to her parents’ home.
Divya is shattered seeing how her marriage, arranged by her family to ensure all familial and
religious criteria are met, has collapsed. Divya snaps at her mother for not letting her grow

independent.

Character Dialogue and Subtitles

Divya’s Mother

BRSANEBOV GHOIOD HS1WI,

atukkale:1 ke:ra:tta kuttija:

A complete novice to kitchen

DO EBOUD 2JSOOMERIEYo al0la).

ippo: do:Ja ffu[a:nenkilum pa[hiﬂ"jc]"u
Now you have learnt to make pancakes
D@WIQ” oy Imacsm!

kredit da:sina:ne:

The credit goes to Das, okay.

Divya

GROUD DENBIBHBEAM MM, ag)aMg’ @®1O] HGWIG’ Galdefo afM1asEl.



https://en.wikipedia.org/wiki/Voiced_dental_plosive
https://en.wikipedia.org/wiki/Voiced_dental_plosive
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do:fa unta:ka:nne: pa:n...ennitt atinte kredit po:lum enikkilla

It is me who is making the pancakes. But I don’t get credit.

Divya’s Mother

MOMO BRFHNBQOS alBTNVEADEa Lo QO HMEISIeICald
ninneje; atukkalajute munne kantittillallo:

You are not even seen in the vicinity of kitchen
@BRDEHINE” 2 I0EIM T

atukont parannata:

That is why told like that.

BO(TD“QQ)GGBG)(T)@O...(D"] @m%mommomaoaoe@ @nﬂgf)(BGTT)C)
da:s egpaneja:... ni: Vefﬁ]“ug[a:kkugga;okke istano:

Does Das like your cooking?

Divya

@Yo’ af)Mlanollel

a:h enikkarijilla

Ah! I don’t know

@IS aMaRolWeMEIE alp| GE2OOLEMMo aflglesnme] almsoe

aja:|te manassarijanenkil valla d%jo:;sagejum vilikke:nti varum



https://en.wikipedia.org/wiki/Close_back_rounded_vowel
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You need an astrologer to know what’s in his mind

Divya’s mother

™1 QAIMEa 0 OIS eI EBELIEHYO. ..

ni: vannappo: tott pa:n fraddhikkja:

From the time you came...

a)a0” G2l 5j0ejo 8@ DA OTO®o.

ent tfo:jtftfa:lum oru tarkkuttaram

...I’ve been noticing this tendency to argue back
@ROIGSo HEBROHM GIHANWIGEMI!

avite:m ingnane tanneja:no:!

Do you behave in the same way there also?
HAIQED® BRAUNVOHNHIMNE” 306N aloWla fleneel.
verute: avarekkont o:ro:nn parajippikkalle:
Don’t create a bad reputation

Q8RO E3aHo @RYHAN al0W).

valarttu do:sam a:nne: paraju:

They’ll say that you are not brought up well
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Divya agdO10) E30aHo DEMBEE. .

valarttu do:sam untallo:...

That’s obviously the problem

@NSCHANIo B3DEHNJ0 ...

atakko:m otukko:m...

The discipline and serenity...

(TﬂGG‘B% al0QeaM 636)H6) (GT()(TO(TU(&&](’G)OHT)G%O D] WEIBOM

ninyalu parajunne okke agusariffffa;‘a:qallo: ippo innane

By obeying to everything what you told, it is like this

(1:50:39- 1:51:04)

Divya, who has been controlled by her traditional and superstitious parents in each step
of her life, learns to question her upbringing after moving to Bangalore. She realises the
indoctrination of institutions of family and religion has destroyed her happiness and taken away
her freedom. She tells her mother that allowing such disciplining has resulted in the ruining of
her life. This is the first instance of Divya voicing her disapproval to her family. This
conversation marks Divya’s transformation, and the annoyance and discontentment are aptly

captured through the subtitles.

Divya leaves home, sells her jewellery and returns to Bangalore. She tells Shivadas that

she wishes to share the house only as a flatmate and demands he terminate the house-made. The
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house-made, Chinnamma, has been Shivadas’s caretaker since childhood. Chinnamma is the one
who creates disharmony between Divya’s and Shivadas’s family by gossiping about Divya. She
frequently calls Shivadas’s mother and informs her that Divya doesn’t meet any traditional
expectations of a wife. The command to terminate Chinnamma, despite going through an
estrangement with Shivadas, establishes Divya’s personality. Shivadas smiles tenderly at her

transformation intoan assertive individual.

Divya’s cousin, Arnjun, is in love with Sarah. Sarah is a radio jockey with locomotive
disability. “...the depiction of persons with disabilities has been consistently below par in
Malayalam cinema. Disability depictions often vacillate between a comic interlude, underplayed
heroism, liability and burden” (Menon 2019). However, Sarah is portrayed as “independent,
free-spirited and positive. And you see a strapping young man (Dulquer Salmaan) pursuing her
and falling madly in love with her, thereby giving the image that a woman with a disability has
feelings, needs and dreams like everyone else and she needn’t only aspire to marry someone with
a similar disability”, says Ashla Rani, assistant to Dr M. R. Rajagopal, who works with people
with disabilities (Asha Rani quoted in Menon 2019). Sarah’s mother, in her conversation with

Arjun, talks very proudly about her daughter

Character Dialogues and Subtitles

b
Sarah’s mother a0 MOV @YD @MUY GLUY, @ GMI

Sarah is an ambitious girl, you know.

sa:ra i:s a:n ambi:gas ge:l, ju no:.
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socmpellowlel moelo@ Qsmlcaaviglolel @qgog(?bnsa']nj’ B1glolgans”

o:strélijajil nalloru jnive:sitijil sko:larsip kittijittunt

She has got a scholarship in a prestigious university in Australia.
@BREMOMNE, EMEIBUY BREEBRIS HOLOWY 1INV BRYELINHN0

ato:nt pannal anyo:tf maigre:t tfejjan a:lo:tikka:

So, we are thinking of migrating

POHAVOOW CalIHLINB HS1VWINIEMIO A1HH GaldAFTYo BREDIM @JOVINIMIW] B0eMIQNE"

sa:raje po:loru kuftija:kumpo: mikka pe:rantsum atoru pra:ra:bdama:ji

ka:ma:runt

For many parents, children like Sarah may be a burden
aleaH af)MHn6ERHMOE]

pakse: enikkannanejalla

But, not for me

af)3 HOAMVOSHS BIGI HOOIOW]M0o HENINID” G000 RlolblivoEgolERIY
ente sa:rakk o:ro: ka:rjattinum best pa:n terapnetuttittunt

I have chosen the best for my Sarah in every aspect.

@EO@BOLOIOETNODIMM)o ag)O ERORDHE) I
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atilkkoranpatonnum ente mo:|kk tfe:rilla

Nothing less than that would suit my daughter.

(1:56:41- 1:58:01)

The confidence and assertion with which Sarah’s mother speaks is unparalleled in the

depiction of disabled bodies, especially of women in Malayalam cinema is familiar with.

Divya’s aunt, is Kuttan’s mother, though depicted with a comic tinge, shows a departure

from the characterisation of mothers Malayalam cinema is used to. She is neither villainous nor

selfless. She expresses her desires and dreams to escape from the traditional house in the village

to Bangalore and later to the U. S. When her husband suddenly goes missing, she tells her son,

Kuttan, that she no longer wishes to remain in an undeveloped village.

Character Dialogues and Subtitles
Kuttan’s
mother aIgEMOBI@D a1015] aReIMIVA @RSV’ a0 af)e 015508 MIMBEQ @R aloMm

af)DINOHNIMNE” HL106Mo D Fla{la|

pattanattil pa[hirtjﬂ“a eg&%igi:r a:nenn paranniffa: ente vi:ttuka:r ninte aﬂﬁhap‘e

ennekkont ke,‘g,‘giﬂ"ﬁa;

My family married me to your father because he was an engineering

graduate from the city.

@RGEBM HIVEMo MM AS1M @0ANSIT R1allmo HDILINIBI MDY



https://en.wikipedia.org/wiki/Voiced_retroflex_nasal
https://en.wikipedia.org/wiki/Voiced_retroflex_nasal

Pradeep 134

anyperu ka:ranam e: mutinna tarava:ttil (%izui,‘gam ,‘golatAjﬂ"aua]_a: na:n

My life was ruined in this traditional house because of him.

D MOBHOMIA GHOECHOIMD B1S1HWIRAITVEAIET” GRIEM...M GRS’ BR®LIMBILH B
mo:ne:.. ni: a:;jitt atilla:ntakkarut

This is an opportunity I got to escape this hell. You please don’t spoil it.
MM Mo} 205 MOO%(B(D@G)U Q1010

na:n ninte ku:te ba:mglu:re:kk varika:

I am coming to Bangalore with you

(1:49:28- 1:49:40)

The city life transforms her remarkably. From the traditional Kerala attire mundu and
veshti she upgrades to salwar kameez, kurta and towards flying to the U.S to jeans. The
multilingual social circle she develops in Bangalore helps her learn Hindi and English, even
though in a fragmented manner. However, the mother’s character is not given the positive and
progressive treatment Divya and Sarah receive. Her ambitions and interest towards the modern
way of living is portrayed as a farce. The subtitles, on the contrary, do not evoke humour but

capture her discontentment with being chained in a village.

Kuttan’s criticism of her transformation and contempt for her connection with other
flatmates get more prominence in the representation that his mother’s breaking away from
tradition is a comical depiction. In one of their conversations Kuttan and Divya mock how

Kuttan’s mother subtly puts her wish to travel to the U.S.


https://en.wikipedia.org/wiki/Voiced_retroflex_nasal
https://en.wikipedia.org/wiki/Voiced_labiodental_approximant
https://en.wikipedia.org/wiki/Voiced_labiodental_approximant
https://en.wikipedia.org/wiki/Voiced_labiodental_approximant
https://en.wikipedia.org/wiki/Voiced_retroflex_nasal
https://en.wikipedia.org/wiki/Voiced_bilabial_plosive
https://en.wikipedia.org/wiki/Voiced_labiodental_approximant
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Kuttan’s attitude towards his mother becoming adaptive of urban life and ways of living
is contemptuous. By projecting his contempt and representing it as a tool to evoke laughter, the
film contradicts its gender politics.

5.2.2. Rani Padmini (2015)

Rani Padmini opens with the scene of Padmini’s monologue where she critiques the
disciplining of a girl child in the family. Her voice is a mixture of confusion and contention.
Before setting out on a road journey to meet her husband, who has left her, the monologue is to
infill confidence in herself. When she contemplates how society will treat her for her husband
leaving her, she also reflects on how she treats herself. Padmini’s inner voice which struggles to

balance her obedient and independent selves, sets off the film.

Character Dialogues and Subtitles

Padmini
2NODEq 0" Ea:Bo |0 @)@

’t-ﬁ:.t_t'appeif ke:|ppikkarut

Don’t tarnish your name.

@)O%ﬂJO(T’LIG)(GTD) SOEM 00BN @S (8C)QC)6TT)u il

ka:{fuparampatte [ankaran vaidjarufe mo:|a:n ne:

You are the daughter of Kattuparambath Sankaran Vaidya.

BRSEHNIO BDEHNI0 BB B:5]
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atakko:m otukko:m ulla kufti

The obedient and docile child. Child!

a0’ @&Sl...0a1051am” M7

ham... kutti... pottijja:n ne:

You are a stupid

MO OHEg30M Mo aflg’ ao1neIveeelts” Gl GRya0d

ninte keffjo:n ninne vitt hima:lajattile:kk po:ji...a:ha:

Your husband has left you for Himalayas1 Wow!

(7:30:00- 08:08:00)

It’s her realisation and conclusion that the disasters waiting on the roads may not save

from the misfortunes at home that gives her confidence to leave home and embark on a road trip

to patch up her crumbling marriage. Padmini’s transformation from a confused self to a confident

self is articulated through how she renders her dialogues. When she tells Rani that girls are

superb and there is no need to try to imitate boys, her voice gains assurance.

Character

Dialogues and Subtitles

Padmini

0oeml...

ra: ni...
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@RYEEESYOS GaldOLIWIANMBE M1H3 HHIG] @RAINVIMIa fleafo
a:nkuttjo:|eppo:leja:va:nul]a ninnte koti aoasa:gippia’?jo:
Rani, shed your facade of tomboyishness.

DalBhE5508" MNYa|Oce]

penkuttjo:| su:pparalle:

Women are superb, aren’t we?

(1:53:23- 1:53:31)

Lalithamma, Padmini’s mother-in-law, has already made it clear why she wants her son to get
married. She says, “w@lene), agmiescsm’ s’ cuemea” (Not Gir, it’s I who needs company) and
reminds Padmnini when she starts working that it has already been agreed upon that Padmini is

expected to work with Lalithamma for the betterment of the family.

Character Dialogues and Subtitles

Padmini .
2202l H:¢16° AIaMI aloaN BWH:0 Aflvda o

dzo:1i kaginn vanna: pinne bfajankara vifappa:

The job is too tiring

Lalithamma .
O Maflos msaslely cnoas

it ivite natakkillja mo:|e:
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This won’t work here, dear!

M3 aflglel’ 01IMa |68 amIM al0eum@I

ninte vi:ttil vannappale: na:n paranppata:

I had told you when we came to your house

DNB1BOE], af) BN’ &S’ GalMEOH@ N’

girikkalla, enikka:n ku:tf ve:ntatenn

I need company, not Giri.

Mailes Q50 aleMIB8BEa |0

1vite nu:ru:ttam pani|lappo:

There is hectic workload at home

Gald@IO@ANIMI B@3 GRILIIN ag)M1Bs” AMAVILIDAIIOHD®D)

po:ra:tentina: oru d3o:li:nna: enikk manassila:va:tte:

I do not understand why to have a job

Padmini

@R ¢2R0elles Galo®oseel amalenss
at dzo:likku po:ja:le: manassila:vullu:

That will be understood only by working outside.
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Lalithamma

B[ ©0IS1EOS HY1He

oru rotti ku:te kajikk

Have one more roti.

af)9d &S MM &GomIOIM” ¢alenzl M1 Meeemo
ente ku:te i: kutumbattin ve:nti ni: nikkanam
You should stand by me for this family
a10@6)0So @REL...anUd eeso

pa:rtaim alla...full taim

not parttime, full time.

2200103 awleatoay” m%ﬂ@oes)oﬂm% @6 ...
&%o:jig[ divo:s applike:san a:n...

This is joint application for divorce

@1 HOMMD & a1Igen="

giri sain tfejtittunt

Giri has already signed

af) M9’ HBB Ba{1S0OMINM0 @ROTWIRIY
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enikk kallopp ita:nonnum ari:la

I do not know to forge signature.

@) BHaHIWo NEMEBM QST

a: kasa:;jam manakkunna vi:ttilnn

From that house smells of medicines

™1 aflSo QIHOHWINEH af)CIGEIY

ni: ivitam varejokke etti:lje:

You come a long way.

you are so lucky

You are so lucky.

M0fsSeOE D @PoN Afleis 21o1eIQIGeMM” QM al”
1vitette i: amma vi:ltfejarila:vane:n munp
My mother-in-law, this Amma, before needing wheelchair
af)O® OMEVOBSLO MSAIAGIM

ente geg@a;[.t;u:teja: natanni:rnne:

used to walk all over me




Pradeep 141

Qo OH0a] BRAWRAYLY
ni:;jum korat|tf addzastej]

You should also learn to adjust

(38:30:00- 39:52:00)

Lalithamma cites how her mother-in-law treated her, and Padmini should also face
similar hardship since it’s the fate of every daughter-in-law. Lalithamma says her mother-in-law
used to torture her when she was healthy. The subtitle rightly captures the mistreatment and
exploitation by Lalithamma’s mother-in-law. It says the mother-in-law “used walk all over me
[Lalithamma]”. Though it may appear as a literal translation of the Malayalam dialogue, the
phrase effectively communicates the patriarchal authority mothers-in-laws possess. When
Padmini expresses how going out for a job can be fulfilling and tiring at the same time, she is
threatened with a divorce petition. Lalithamma and her commands embody the evils of
patriarchy in their cruellest forms. Her orders are the ways through which the film communicates
how a patriarchal institution can discipline women and if they do not abide by the teachings, how
to punish them. Despite being a victim of this institution, Lalithamma guiltlessly carries forward
the same schooling. Padmini, on the other hand, is portrayed as attempting to fight the evils of
this institution and setting out a self-exploration. However, when she meets her husband finally
after a series of hardships, she falls back into the marriage without any questions. Padmini states,
“angleeiss’ an o' (“come home” with an implication that she would deal with the conflict in

private) when she meets her husband, who has left her with a divorce petition at his mother’s

18 vi:ttile:kk va: tfa:
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hand. Instead of clarifying the nuance, the film translates the dialogue as it is rendered. It could

affect the reading of the text as the decoding need not be a feminist one.

Rani, with stark difference from Padmini’s characterisation, is portrayed as a tomboy. Her
conversations are also of a masculine tone, through which she attempts to be the saviour of her
family and later of Padmini as well. She commands and calls for services from other women in

the house. She often uses curse words.

Character Dialogues and Subtitles

Rani
M09S HY1HEnIHMIDEL]

ivite kajikka:nonnulle:

Isn’t there anything to eat?

Rani’s mother
NI0ES 1M’ EaNg BMOgIaNY” alamgene”

ba:nki:nn rantu no:tti:s vannitfunt

Two notices have come from bank...

0f)IBNES

etukkatte:

shall I serve them in plate?

al®1mMoeneam®] afllgam’ 0B] HE:I$EH6eMo
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patina:la:nti ivitunn irunn iranni kotukkanam

We are asked to vacate on fourteenth.

MUEADInHIWECEID

santo:sa:jallo:

Are you happy now?

Rani

@Y §219 RIEMBOHOMIEH ERYQAITVHAOD TVAW GAINAND alOOWIS:..
a: tfeta ma:ne:dzarenikk a:ruma:satte samajam tara:menn paranpitf...

That scoundrel manger promised me six months and now...

Rani’s mother

0061

rini

Rani!

DRLIBHH MVoMVIRH”

marja:dakk samsa:rikk

Mind your words.

6aleNINEMATNSS GNIdWo GAleMo
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penna:nennujla bo:d"am ve:nam

Behave like a woman

Rani

e 00l9SamI (@Jugo

ippo: ivifenta: prajnam

What’s the issue now?

MNIE 1aM” @MISTaY” QAIIME®I

ba:nki:nn no:tti:s vannato:

The notices from bank

a)MH6” HaIEMINDSS GMIDWEILIODEDI

enikk penna:nennulla bo:dfallja:ttato:

or my nonfeminine behaviour?

Rani’s mother

)@ @JoaNlKoyo nl0aTmIEje MALE)TDMo. ... HALE) OO0

etra pra:vafjam paranna:lum tarkkuttaram... tarkkuttaram

How many times should I tell you not to retort...

(51:31:00- 51:59:00)
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Rani’s mother laments about not having a male child. She thinks if she had a son, he
would have taken care of the debts and other responsibilities. Her reluctance to acknowledge
Rani’s efforts to save the family from debts as equivalent to what a son could have done angers
Rani. Rani’s anger and discontent is not always rendered through dialogues. The dialogues are
effectively translated through subtitles. But the acoustic is often missed out. The anger, despise,
and certain illegible abuses are not captured through the subtitles, which may impact the reading
of Rani’s undocile personality. Her cranky and unhinged responses are what make Rani’s

personality distinct.

Rani is uninhibited to talk about homosexuality. She, when asked by a journalist duo,
says Rani and Padmini are a lesbian couple to stop their further queries. At a private moment,
Rani playfully fixes a moustache with hair and approaches Padmini in a humorous way. Rani’s

confused sexuality is represented through these scenes.

Character Dialogues and Subtitles

Ullas Menon

QENE” GalRo6S D ng)GEBBIFI GaldGEM

ranf pe:rumku:te ippo enno:tta: po:ne:

Where are you going now?

Rani We are a lesbian couple.
We are a lesbian couple.
DO DEBOS a0eMIPED Sla o
it nanpate hanimu:n trippa:

This is our honeymoon trip
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(1:19:03-1:19:09)

These exchanges are given in English, though the questions are in Malayalam. To
Padmini’s husband’s colleague, she introduces herself as Padmini’s brother-in-law. She says
“ai3nlmes aegloma”?, which is subtitled as “her bro”. The subtitle here conveys a more nuanced
representation of Rani’s bond with Padmini. It undoes the gendered meaning associated with the
word eeglem and offers a more fluid way of addressing friends with whom one can take out their
unfiltered self.

5.2.3. Ramante Edanthottam (2017)

The film offers a nuanced portrayal of the lead female character, Malini, challenging the
patriarchal family system. The journey of Malini from a meek and helpless housewife to an
independent and assertive woman is described through Malini’s revival of her dancing career and

her exchanges with Raman.

Malini’s evolution is represented by the change in her body language, her carrying of neat
and coloured clothes and her driving. However, her verbal articulation of individuality and
self-assurance come towards the end of the film. In a scene where she is shown as tattooing a
butterfly on her hand her husband enters and attempts to bring her back home. The scene

becomes remarkable for the dialogue Malini delivers.

Character Dialogues and subtitles

Elvis

af)HADINED HaldSOMOEREI Boelm] M1 HMIT af)ed Halsflelasmma’

1 alijana:
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entokke pottattarangnala: ma:lini: ni: itil e{ugiueﬂ‘?ﬁfikkugga,‘g
What all nonsense you stated in this!

DT’ ERYAIND OB IDD, ag)EINIS” alOEMDIDD HNIOMIT AUBHILNOM ng;(qujsaoed]

@EaMeM

ita:n a:vafjamenkil enno:t paranpa:l pa:noru vakki:line e:rppa:ta:kki

fanne:ne

If you’d wished for this, I would’ve arranged a good lawyer for this!”
M He” @RIV GMIdWo af)am” alOETIMIM TVIWMo 2s]=l=T)
ninakk talajil bo:dfam paranporu sa:d"anam illallo:
You have no brains at all

alPWBEDINEE NOBNHIM0 )aldQENIMo I @QI02
pajajatokke marakka:num porukka:num pa:n tajja:ra:
I am ready to forget and forgive the past

M’ a19WEa1d6L! ERSERIHWIDEEE] 2210120 AM]

ni: pajajapo:le atannijotunyi dzii:vitftfa: mati

You lead a restrained life like earlier

DO@NI, SI980
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itenta: ta:tu:vo:

What’s that? Tattoo?

@RE1H9” @RYQRMININO @G oM

a:dikk a:rumanivarejalle: kla:s

Up to 6 O’ clock is Aadi’s class, right?

a e’ 921 emIM aI1dde. MW QIdEMo

pikk tfejja:n pa:n vara:m. ni:jum varanam

I will come and pick. You should also come.

Malini

a@BIMY agiamImo agyeanos’ SHS 2D a IO ?

elvis entina: enno:t ksamitftfenn paranpat?

Why did you say that you have forgiven me?

@O®MIBS” amqylenwle)

I don’t understand that.

@DEBOMVINEMEIDD eI @@a) ag@IlMIIEMIS)o etz vnese?
anpaneja:nenkil pa:n Lififfff elvisno:tum ksamikkante:

If that’s the case, shouldn’t I also forgive you, Elvis?
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a@QUMY agyeamoge o®Q” eaigisleeal?

elvis enno:tum tet Efejgit[ille:?
Haven’t you done wrong towards me?
@O MHEMIBSAFO” @eCe]

at impo:rtant alle:

Isn’t that important

Elvis
@REEROM®IST MO
anpaneja:fi: pa:n
Hmm..., That’s my nature
$GonIOMI@ o Nlomaig’ e@@mallem 2NM1LNHBaM 300 WIWX1B1Hn6Mo
kutumbattil pirannaval bfa:rtta:vine manassila:kkunna bfa:rjaja:jirikkanam
A good wife must be a wife who understands her husband
Malini

&laom 12 aidato amoMd @RsEBOM @O @ee 101 2)@7?
kajipnna 12 varsam na:n annane tannejalle: (Eizvifjfﬂ“a;?

Didn’t I live like that for the past 12 years?
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a@QNMIOM DayLPO® ag)od Motfo AMIM ag)alo9erlejo GMISHIGEMNB0?
elvisinte istalla:te ente istam pa:n eppajenkilum no:kke:tfunfo:
Have I ever given importance to mine?

@0 a] GRERIN3)EME0 ag)@QIlmS?

;iriﬂ‘?f a:lo:jtftfnfo: elvis?

Have you ever given a rethought?

ME@o MLl Imlsailel’ ng)assm’]m']oc@ a)O®1e1020010o ag)Me” GaleNE]

20glonisflgemeo?

itre:m ka:lattinitajil elvisinte entenkilumoristam enikk ve:nti

ma:tioeﬁtﬁﬁ[[ugtoz?

In between these years, have you ever sacrificed any of your desires for

me?

Elvis
630! @O M@V YEIMIF GaldNMD GOV’ EFUD 0
o:! appo: ituma:ji munno:ttu po:va:n tanneja:n udde:[jam
So, you plan to continue like this, don’t you?

Malini

OMVEl’ HOMUIDald’ af) MM’ al0aD®” af)M1de0 ee|
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self respekt enn parannat enikkum ille:

Don’t I also have self-respect?

Elvis
@RE1HVWHEB0] )’ BRYGERIIANBS
a:dij ekkurif]“ﬁ" a:lo :tAﬁkk
Think about Aadi
Malini

@B calnE] O’ ag@ M) e

avalakku ve:nti tanneja:n_elvis it

I’ve taken this decision only for her.

@R a0B80G1NSST ERAIBHE) H:6ng AUBOIND

a: fla:tinu||il avalkku kantu valara:n

In that flat, for her to see and grow,

MOLJ@ &Goemlo OMRIGHIND ng“]§(26n§o ME” HDOIOHG?

nalloru kutumbam unta:kka:n pati:ffunto: namukk ituvare?

have we ever made a good family till now?

DNSAMEEBRIT MBS BRAIDHE) GaleNE]
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vitunnanno:tt namukk avalakku ve:nti

From now on, for her sake,

2o YV O6NZ GRIDGEBBSMNZIHNIo.

bfanpijulla rantu lo:kanpalunta:kka:m

we can create two beautiful worlds

(1:57:24- 1:59:23)

However, the arguments Elvis places are moderated when it comes to subtitles. When
Elvis says “apsmomwost smod” (That’s how I am), the ‘I’ represents the man in general, not just
Elvis as an individual. For decades Malayalam cinema has produced and reproduced dialogues
such as “@eemoo@d aiglejo aloflgo @oejo agao” (Men get dirty and then clean themselves) to
justify men’s infidelity. Elvis, being an adulterer himself, asserts that dialogue to indicate
polygamy is natural in men but not prohibited for women by nature. The subtitle only says,
“That’s my nature” making it some personal habit of Elvis rather than a political question of
gendered nature. Similarly, where Elvis emphasises “@gomiom@d o Nomag”edomailom
amqylenasa cooy@oaldlansm.” (A woman who born in a noble family is the wife who understands
her husband) the subtitle says “a good wife”. The dialogue refers to a woman’s upbringing and
the role of family in disciplining her in grooming as a good wife. The dialogue is about the role
of family as an institution in disciplining a woman. It is not merely about being “good” or “bad”.
The concept of “a:gomiom@d o aqy1” (Woman of noble birth), oezemgl“ (noblewoman)” etc. have

underlying political meanings of purity and pollution. When women who follow traditions are

2 a:nzjazja:l tfeli:lum tfaviftum ka:lum kajukum
' kulastri:
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2299 ¢

referred to as “@gomiEm@3 aNomm o™, “eeiny)”, “@00051@ afom 08’123”

(woman who is born in
traditional family”) etc. to indicate their noble birth, “ameqem™ (Market woman) is used as
contrasting terminology to refer to women who work in markets. When women who have noble
birth maintain their purity by being at their homes and serving only their husbands, working
women pollute themselves by interacting in spaces where men and people of different castes and
clans also work (Devika 71-72).

5.2.3. Take Off (2017)

Take Off narrates the story of Sameera, a nurse hailing from an orthodox Muslim family.
The crux of the film is about how she combats the ISIS group while being in Iraq as medical
staff. Sameera navigates various ordeals as a divorcee who is forced to separate from her child.
She is compelled to remarry as her community doesn’t allow unmarried women to migrate, even
for better vocational opportunities. She is pressured to carry a second pregnancy as she marries a
man who is not married before her. Take Off illustrates how multifarious power structures operate

on women'’s bodies and their choices in order to conform them to normative expectations.

Character Dialogues and Subtitles

Sameera
O af)a06m” VA

it enta:n sar

What the hell is this?

0NOS OOMG” 0569 aMOMD MGE) 2EBB0

2 kutumbattil piranna stri:
 tarava:(til piranna stri:
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ivite nait efukka:n pa:n ma:tre: ullo:

Am I the only one for night duty here?

Doctor

celni@ eI calauyaTay @s@en...

le:bar va:rdil pe:sjyans ku:tutala:...

There are too many patients in the labour ward

AMIND af)HANQYIMO

na:n entejja:na:

What am I to do?

BTN 988 ¢MYne0 &15cM:

ekspi:rijans ul]a ne:ysma:re kittange:

We don’t have many experienced nurses

Sameera

agaoceL... MA@ 963UBlaRa agBmMYlEI@MMY af)Mee]

enna:le: sa:r udde:fikkunna ekspi:rijans enikkilla

Well...I don’t have the kind of experience you mean

@I GAINZ] HAIQED BOBNO HBW6NB
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atinu ve:nfi verute: orakkam kalajanfa

So don’t lose your sleep over that

Doctor

MIHMAD OEFUV1H 2JAMI DD A I0WEAN

na:mnent ugge:ﬁﬁffegga: 1: parajunne:

What are you saying ‘I meant’?

@REBOM BOIFOS TMVDHOIOBIM” atilof’ 3o 209N alglel.
annane ora:[ute saukagjattin sift onnum ma:ta:n patilla

We can’t change the shift according to one person’s convenience

Sameera

MLI01HA NVDH:OY0 HMIMT WY BHE1TD” MHBMD@ITNMEEI Gel

sa:rinte saukarjam pa:ni: divo:ys kajinn nikkunnata:nallo: lle:

And my divorce is your convenience?

Doctor

aBa0’ af)GI»IaN”

e:h ento:nn

Huh? What?
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Sameera
a)OANOENINE” ZGDHDD oW |eOB®”

ennekkont ku:tutal parajippikkarut

Don’t force me to say more?

alOMaNIMIESI MIM BHFlem MILY GRWIS’ af)Mes” MA@ 9OMQ” M5O’
pinnentina:to: ta:n kajinpa na:la:qtftfa a:jitt enikku ma:tram nait ittat

Why else would you put me in the night shift four weeks in a row?

(00:13:04-13:28:00)

The scene introduces Sameera’s marital status as divorced. It discusses how women who
transgress the boundaries of the private sphere and access the public spaces are looked at as less
virtuous. Sameera’s divorced status is considered an opportunity for the male doctor to attempt
sexual favours. Sameera is given night duty in the hospital for four continuous weeks for these
attempts. However, the meaning associated with allotting continuous night shifts under the
pretence that there are not enough experienced nursing staff is missed out in the subtitles.
Sameera’s retort “aud pegulesm agssaIclommy agmlssler” is subtitled “I don’t have the kind of
experience you mean”. It is a mere word-to-word translation of the original Malayalam dialogue,
aiming only to ensure linguistic equivalency. The sociocultural connotations in the conversation
are entirely absent in the subtitles, where ‘experience’ refers to sexual experience. For readers
who are not informed, the approach towards divorced women in the conventional society will not

be available to infer through subtitles.

Character Dialogues and Subtitles
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Faizal

DM @Y H ALVEMI

umma a:ke dauna:

o3 D ¢RILMHH” GalddHHIMo 830086 01060 @BlQel
ninte i: dzo0:likk po:kkonnum o:rkk parappa: tiriju:la

Umma is not happy about you going to work

Sameera

000 MO 68BOM aloWom

nte ippo nnane paraja:n

Why are you talking like that?

03 aflgloel ERAINNHWINGH BROTVINIMDEE]

nte vi:ffile avasthajokke arija:vunnatalle:

You know the situation at my place

M1EHIa0100 HBAN @ROHDEII0 alOODDIMELI0

nikka:hinu munne: atella:m parappata:nallo:

I told you all that before the wedding

Faizal

@RANEEBOM A lOEMRAN” OQUa]?




Pradeep 158

anpannane parapnu:nn vetff?

So what if you did?

Sameera

0000, MM GaloemIel

Jeri, na:n po:nilla

Alright. I won’t go

DO BB HIOJ0 HalQ AIAVINIMVo af)HF VMUSOBNF o 1] M6BE" .
ikka oru ka:gjam ente fambalattinte pa:ti iny ta:
You just give me half of my pay every month
DM @D, 06 BOW 3] H:IFHDIo.

na:n atuppa:kk aj at[tfu kotukka:m

I will send it to Uppa

af)BOD) @RD” ug@mo‘?

ente: at patuvo:

Can you?

(18:40:00- 19:05:00)
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According to Alam, “While all religions prescribe gender codes that effectively exclude
women and subordinate them to men, it is debatable that women in Islamic settings occupy a
distinctive and separate position that effectively denies them autonomy” (ibid. 240). Sameera
marries Faizal, an NRI, with the understanding that she has to financially support her family.
However, the in-law family soon starts showing their discomfort with Sameera going out for
work. Their anxieties are indicated through scenes where Sameera eats with the men of the
house, missing Namaz, not covering her head with a scarf etc. None of these instances are
subtitled. These sequences culminate in the above conversation between Faizal and Sameera in

which he categorically objects to her decision to work.

Her constant disobedience to conform to the family’s religiousness, leads to her
impregnation. Sameera is compelled to discontinue her work. The impregnation works as a

regulatory tactic to control female sexuality.

Character Dialogues and Subtitles

Uncle

M1 $H050 HGoMIBNICOINSINGE BRYEELIIalls)
ninte ka:gjam kutumbakka:ro:tokke alo:tfitftfu
I talked to the family about your job.

MITWo o 1G19MMETHLINO... BMYSS HHFIMESBS AUWENY MIMEHIWVIFBS af)aNO af)EI0Bo

aloQeIm

bandfam pirippenkilenta:...onno:te ketta:nu|]a vajasse: ninakka:jittul[u:

enna: ella:rum parajunne:
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So what if you are divorced? Everyone feels you are young enough to get

married again

@RAIO” A lOQRMM@IEjo KhIQYQME.

avaru parajunnatilum ka:gjamung

And what they say is true

MIDHS S5ON1LI0NOSVo BYHN” Hald0OD Eald®] aleMIOWSHNEM Halsmsasglel

nammate ku:ttattilevitejum otakk poratt po:ji panijetukkunna pennunpalilla

Among our people, women don’t go abroad all alone to work

BRDOBIME OTVHNIRIo M HD BaldBNEBE” AOCANHH

atukonf talkka:lam ni: i: po:kkany maranne:kk

So forget about that job for now

DM W1Ga 0 OGN

nijippo: itentina:

And I guess this won’t be required anymore

@1 (').I(Tg @®afles dHSEAMING

a: vastu...atavite ketanno:tte
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Let the property stay intact

Sameera
a0 BN H:HSIWI MEBHSHWINGS DD AVE:So 1TBEAID

na:n onn kettija: nignatejokke i: sankatam ti:ruvo:

If I get married, will that make everyone happy?

af)MNOEHANIWILJo GaldGX nJ%

enikkenta;ja:lum po:je: patu

I have to go at any cost

@®IM] af)dYIS0WILjo

atini entejtifta:ja;lum

Whatever it takes

(24:26:00- 25:13:00)

Women’s empowerment is often measured by their access to education and employment.
Alam observes that family may be seen as a site where various forms of inequalities prevail
during various phases of women'’s lifespans. For them, one of the most important such
inequalities is the role in decision-making (232). This scene, in continuation with the scene
where her maternal uncle visits her family with their objection to Sameera’s migration, resonates

how the power dynamics stemming from various institutions operate on women. Sameera’s
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family is drowning in financial problems. Her current salary is inadequate to provide for the
family and repay the bank loans. She applies for a job in Iraq, finding nurses are paid better
salaries there. This move summons her uncle to their house. The scene depicts Sameera’s house
struggling to survive the heavy monsoon of Kerala, with multiple water leakages from the
ceiling. The uncle is unbothered about how the family’s survival objects to Sameera's migration.
He cites Sameera’s divorce as the reason for her objection to travel. In the above scene, he comes
to discuss with the rest of their relatives, who have opined that Sameera is still young, and should
be married again. He substantiates their opinion, saying their religion does not allow unmarried
women to migrate for work alone. He uses the phrase “momes e;somiscionesao’ to refer to the
religious restriction. Neither the dialogue, nor the subtitles specify what the phrase refers to.
However, Sameera, who was having a leisure time in the canteen with her friends, immediately
covers her head with the scarf as the uncle enters, signalling how her religion plays a regulatory
role in her life. The subtitles, by choosing not to translate the dialogues with specificity, conform
to normative discourses, thereby diluting the politics of the text. The subtitles corresponding to
the scene fail to convey how Sameera’s decision is strongarmed by the converged strike
employed by religious and patriarchal structures. These institutions, in their desperation to

control a divorced woman's sexuality, disregard the whole family’s financial struggles.

The discontentment of the uncle is clearly visible in the scene where her father has
requested his permission to sell Sameera’s mother’s property, which is attached to her uncle’s.
Sameera tells her father his objection is also rooted in the understanding that if they sell it,
demand will be reduced for his property. Sameera or Sameera’s mother making an independent
decision about what to do with their property is what annoys the uncle the most. When he comes

to meet her at the canteen, he carries the documents of the property and tries to hide his smirk in



Pradeep 163

being able to obstruct the selling. He says, “let the property remain intact”. Alam finds that
“Muslim women in India as in other Islamic settings, are, therefore, likely to be socially more
disadvantaged than women of other religions. One of the implications of being in a
disadvantaged position is having less participation in decision-making” (ibid. 240). Sameera’s
uncle and her Muslim patriarchal family impede the possibilities of Sameera or her mother
accessing the resources and thereby gaining social mobility and empowerment. However, the
subtitles do not specify the religious factor and water down the intricacy of multiple normative
and dominant institutions and ideologies operating on women.

5.2.5. Mayaanadhi (2017)

Mayaanadhi talks about Aparna, commonly addressed as Appu, who dreams to be a
successful film actor. Aparna’s father is no more, and her relationship with her mother is a
difficult one. She, therefore, stays separate. In her introduction scene Aparna is shown giving an
audition for an upcoming movie where it is revealed she is an engineering dropout. However, she

expresses remarkable confidence in her calibre and beauty.

Character Dialogues and Subtitles

Appu
10 )93 Qocny’ @GR

sami:ra ente ru:me:t a:jicunnu

Back then, Sameera was my roommate

Mea o aualo aellw q}(,;o(b @Ryem”

ippo sami:ra valija sta:r a:n,
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Now Sameera is a big star

OsM® QIO oM ayglel’ Wonwoennsn S8 0 21Qe506nE"
tent vare pa:n sku:|il dra:majilokke varkk ﬁej;i[[onl
Until my 10" grade in school

I have worked in plays and dramas

@MW, MEI00VENISIEJ0 af)IDOEIMEo BEF10je TVDBE 30J0 o) MBBOMaN QilUd 1900

af)MHs6ene”

a:nd, sami:rajekka:{{ilum entukonfum kajivum saundarjavum enikkunfenna

vifva:sam enikkunf

And, I have the belief that I am more talented and beautiful than Sameera any

day.

@MW Oag) GNI Elop MMV (ST af)NOSHIT NIBAIM HENRINJ afIVBSDo af)MEs”

mel afluloavo 9ene”

a:nd ai no: da:t, indastrijil enikkoru spe:s unfa:vum ennu|latum enikk nalla
vifva:sam unf

And I know that, there will be a space for me in the industry,

I am confident about that
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¢20® 300 30g” eag) eIV ag) HMIGR HOEI’

mo:r da:n da:t, ai diserv e betar laif

More than that,

I deserve a better life.

(19:20:00- 19:55:00)

Aparna does not hesitate to state that she believes she is better than Sameera in all aspects
even though she came with Sameera’s recommendation. With this very scene, Aparna violates
the idea of an ideal heroine who embodies virtuousness. She returns to Sameera’s place after the
audition without any guilt for saying she could be a better actress than Sameera. However, the
subtitles do not communicate her confidence effectively. In both sentences where Aparna asserts
how confident she is about her calibre, beauty and about the space she dreams of in industry,
subtitles are given with less assertive words. They don’t contain the word ‘confident” in the first
dialogue or even its synonyms. The word used is “believe” which appears inadequate to convey

Aparna’s self-assurance.

Aparna shares a complicated relationship with Mathan who was her boyfriend once. He
keeps approaching her. She, on the one hand, shares space and time with him and, on the other
hand, tells him that broken trust is hard to mend. Even when she denies the probability of a
future together, Aparna exchanges vulnerable and emotional moments with Mathan. Following
her selection in an audition, they engage in passionate sex. When Mathan asks for future plans,

Aparna strikes out at any possibility.
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Character

Dialogues and Subtitles

Mathan

)T @q,

enta: appu:

What Appu?

e)(mg” @nee]

set alle:

Aren’t you all set?

MRBHS BaldGENS

namukk po:nfe:

Shouldn’t we go?

Appu

MHANLIOHOD BHIBL0EEMI AIO() OBZUT1HOGEM?

innalatte ka:rja:no: ma:ttan udde:Jikkane:?

Are you talking about yesterday?

Mathan

@Yo’

a:h

Yes
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Appu

QOO I MHANOL! B0 MVEANIAHOM 1210 1@

ma:tta: pa:n innale bfajankara santo:sattila:jirunnu

Maathan, yesterday I was extremely happy

OIVG’ MDA EMIT’ af) EGajoalay”

seks i:s no:tt e pro:mis

And, sex is not a promise.

(1:27:29- 1:27:47)

This scene in general, and the dialogue “sex is not a promise” in particular, gave rise to a
lot of discussions and was repeated in later movies. One of the films, Kumbalangi Nights, in
discussed in this dissertation, also repeats the dialogue when sexual exchanges come into

question between a couple before they reach any concrete idea about their future.

Aparna is shown as having physical intimacy with Mathan when they were in a relationship. In
those flashback scenes, also Aparna is represented as confident about her actions. When they are
caught kissing in an internet café¢, Aparna doesn’t showcase any fright or worry rather exhibits a
mischievous laughter on her face. Here, in this scene, Aparna categorically states that engaging
in a sexual act implies no other possibilities as long as she verbally expresses any. Aparna is well
aware of the nuance of consent. In an instance where Mathan asks if he can kiss her, Aparna tells
him he cannot yet. These exchanges affirm how Aparna approaches her bodily autonomy.

However, the silences that follow her reactions may confuse the reader about the possible
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interpretations as the expressions and gestures are not translated. When Mathan asks why she is
responding like a prostitute, Aparna goes silent. But her silence is not that of shame. Her
tightened face and shivering body communicate her anger. Similarly, when her mother
understands that they engaged in a sexual act, she also calls Aparna a prostitute. Again, she goes
silent but brimming with pain. The difference in her reactions is not translated for the

uninformed readers.

5.2.6. Godha (2017)

Godha is centred around Aditi, a wrestling aspirant. Aditi was born into a conservative
Punjabi family. Her father encourages her wrestling spirit. However, the rest of the family is not
in favour of a woman battling in Godha, instead of getting married at the “right age” to a

respectable family. In a conversation with Das, she explains her situation.

Character Dialogues and Subtitles
Das
What happened
af)aaIg?
entupati?
Aditi

Tell me something

How big can a girl dream

BT @usrﬁceagg']@gas VI JEB8eSs aleflalo @ROIQERd BOAVIM?
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oru penkuttijute svapnanypalute valippam arijumo: da:sinu?

First of all, if she is from an Indian middle class family,

@3] af 3@ ol Gomy” anoaleN@eel aleTdENS] EREEMEIT?. .
pra:[je:kif]"a“ oru midil kla:s fa:milijile penkutti a:nenkil...

then toh she can’t dream, you know!

@RONOS Mo JEBURHN) @O MLEIMAIL] af)MN@IEM” TV 0. ..

avite svapnannalkku tanne stanamilla ennata:n satjam

I mean nobody wants a Sakshi Malik in their house

ool MENBHNOM EaloeBBAIB QITEMIWRD MIDUD HYSIEso. ..

sa:ksi ma:likkine po:lu[lavar varumpo:| namma] kajjatikkum

Until and unless she wins an Olympic medal...

AlCaH ED®EVOLNIHS MV IMo ANFIE AUSBOBIHWS)ENIMD DANSS af)@ Ealmsene?
pakse: atupo:lora:|e svantam vi:{fil valarttijetukka:n ivite etra pe:runt?

We don’t have a say, you know...I mean we are not even given the

permission to dream.

Mo ®06MOMSES e IBBNUM ememudesle) soay”
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svapnam ka:na:nul]a permisan nannalkkilla da:s
All they want us to do is

Get married...have kids and take care of our husbands...

eIJ0eMo & ¥lanemo...Jrvallansmo

cAO®QIOM al@)al@E9EMo...d3:GoeMlo CMIBHEM

kalja:nam kajikkanam...prasavikkanam

bfartta:vine paritfarikkanam...kutumbam no:kkanam
and then live under someone for the rest of our lives
MG QYBS HIelo ARHABHEI caleNnE] gﬂoﬂ%@’]@&@ﬂﬂo
ba:kkijula ka:lam a:rkko: ve:nfi dzi:vitftfu ti:rkkanam
I am getting married next week.

BRSO @RS, aPOTF SHEIOAIE”

atutta a:{ffa ente kalja:nama:n,

My brother has been trying to get me married...

And I’ve been trying to escape

a@smI@3 AN’ ag)MHs” ABHA SO @:¢1oel.




Pradeep 171

e:ttanil ninn enikk raksappeta:n kajijilla

AaAn

Das
Why don’t you run away?
M9 af)afl0sows;1ejo 3951 omo%@s‘?
tanikk evitejenkilum o:ti pojkku:te:?
Aditi

It’s not that easy yaar.

@@ afSajoe)

atatra eluppamalla

How far can I run?

af)ailso 01O B30S0MD BH¥1Qo
evitam vare o:ta:n kajijum
I’ve tried my best.

WO 2|0 D

Ji ramiﬂﬁa;a: na:n

I behaved like a boy, I fight with boys. I beat them.

maﬁ&gg’]&:a@ Galdeel 6)0J(63001®ﬂ§6r@“...®%5 gsimﬂgma". @A @@o%ﬂnzﬂ%ma“!
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a:nkuttikale po:le peruma:rijittunt. . .tallu ku:tyjitfunf. avre .‘go:lppifftAﬁ‘[tunI!
I mean in the end I’m just a girl.

aleay... 285103 QSFT M HAIQHNIT HalENA@AETD” %@gm@&@u
pakse:...ullintejul]il na:n verumoru pennuma:trama:n matu|javarkk

You know, sometimes I feel so helpless...then I just wanna kill myself, you

know... problem solved

B0 H21YPIM HFIVWIND® MO®IONES @63R° @RAITVIMN o {120BLI ag)aT” EHOMO
afloam @jyaleleeld

onnum tfejja:n kagija:te itokke ann avasa:nippit/tfa:lo: enn to:nnum
pinne prafnamillallo:

I’1l leave, I’ve to go to Patiala tomorrow...probably to play the last match

of my life

MM MING aISJOLIHE Galddso

21eIGa 298903 BRAITLIMET M40V G50
na:n na:|e patja:lakku po:kum

f]ilappo:[ente avasa:natte ma:fﬁfa:jirikkum

(42:54:00- 44:54:00)
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Aditi also says that she has attempted to behave like boys and tried to run away from
home. But those attempts did not help her escape the family’s controlling hands. She parallels
her situation with how society celebrates winners, those who accomplished great achievements
and points at what they face, especially if they are from middle-class backgrounds, during their
training process. When Aditi says, “I mean nobody wants a Sakshi Malik in their house, until

and unless she wins an Olympic medal”, the subtitle is given as “avosal aoenesom calorigsaid
ABEMOW MU BHQSIHR0. .. alCHH GRDENHLINING VI AASIT ASRONOWS)HOIM ®aies @

eaimenz?” Aditi means that there are people to reap the fruit of their hard work. People are proud
when Sakshi Malik wins an Olympic medal. But Sakshi alone faces the challenges and obstacles
to reach till there. Though the film was released in 2017, it is interesting to connect the dialogue
to the recent protest Sakshi and her fellow wrestlers led against Mr. Brij Bhooshan, former
President of the Wrestling Federation of India. Sakshi’s and her fellow wrestlers’ victories were
owned by the country. But when they were fighting against sexual harassment, they did not
receive any structural support from the country. Aditi’s intended meaning varies from the
subtitles provided. However, the subtitles also carry equally relevant critique of how normative

families groom their daughters.

Aditi stays at Das’s house after fleeing from her brother and takes wrestling training from
Das’s father. When Das asserts his space as a patron, who gave her shelter and under whose

father she is training, Aditi doesn’t hesitate to fight his intentions to control her.

Character Dialogues and Subtitles

Aditi Das, you okay?
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Das

af)9 MO0 963U0e? af)HINOBHIMNE HAUQO® BMo a0 o |EOTR®”

enta: ninte uddfjam?

ennekkont verute: onnum parajippikkarut

What’s your intention?

@Y ODHI0EBJOM OHSlaflSlajoeel MMmes Yayl 210189000 uggg?

a: koraljljaﬂffage kettippitiftfa:le: ninakku gusti pathikka:n patulju?
You can learn gusthi only if you roll on that monkey?

@SoMIOID@D aloam dalnNess0’ arMssIno 67&51%181%0 aoleome GRE] LAY o 1018

kutumbattil piranna pempille:r a:mpilla:re kettippitiftfum marippum alla gusti

pat"ikkunnat,

Girls born in good families don’t wrestle with boys.
6mO(B M1OAF @QeNRD...E1R) H:88M M6} @RYEI?

na:n ninte franta:...a: kul[an ninte a:ra:?

I am your friend. But who that dwarf guy 1s?

ﬁ::égv @R’ Galdelo...@RAIND HSW] @RL] HMMEIWIN” H@6ME]

kju:tf ain po:lum...avan tedi alla, tentija:n tenti
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Cute! He is such a crook!
2lBPECaOOD...001Aa jaM]...al0D alS]
ﬂ"akkappo:gg ...Jl:mappanni...panna patti

Burley...bulky...Bloody dog

Aditi
What are you saying?

Das

ONBAICH DR DEIBMI @o%"lrﬂﬂ(ﬁﬁ al0Wo

daivame: itennana: img]i:sil paraja:

My God! How would I translate all these to English?!!!

See, why are you training with those uncultured fellows?

o2 1, M7 ag)aBTMIEMT MoV MENOMAUMES &S VY] aflSlessan®?

mh si:, ni: entina:ni: samska:ram illa:ttavarute ku:te gusti pitikkunnat?
You know this Balan? He is a very bad boy...I know him from this size.
0D NIOLIMENZELI...af) NHHAUOM §.2IQa|OB1Eel @010

1: ba:lanunfallo:...enikkavane fferuppa;c:gile: arija:m

He is a womaniser...he is a fraud.

Dale” aflSlomosm @RAIM... G
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penn pitijana:n avan...fro:d,
I don’t like it and...good girls don’t do that
MEJ OIS MEBBOM 6.21EYO....a) M@ ay2e)

nalla penkuttikal ingane tAfej jo:...enikkistamalla

Adit What do you mean you don’t like it?

And what’s this thing about good girls...bad girls
Das . s .

Good girls don’t do...with boys

@O’ ML ©aleNBd) Sl mamBom ErMaileasmes wes...

at nalla penkuttika| igpnane a:npi|la:rute ku:te...
Aditi

Look, you are a good friend of mine.

M1 ag)®B MOLIB (@OME6M’

ni: ente nalloru franfa:n,

I am staying at your house, training under your father...
e @0.2JM6M” ag)dan OSWIM @ 21YNBBIMND... M H06Mo

ninte afﬁjhap‘a:rt enne frejin ffejjikkugga;. ..ni: ka:ranam
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and I will always be grateful to you for that.

@R MM af)N1OHNCAIPAMEId:0

a: nandl enikkeppo:jumunta:kum

But that doesn’t mean you start to control me in whatever I do.
alodH @O M1 af)o COeISE BOW]H0000] HIINGB®

pakse: at ni: ente me:lu|]a oradfika:rama:ji ka:narut
Remember one thing Das,

BT $H0QY0...

oru ka:rjam...

For me wrestling is everything...and I mean everything.
I will do whatever possible to improve my skills.
LMY1IEMMIOENEI0...af)Lldo

gustija:nenikkella:m..ella:m

And I don’t care for people who stand in my way telling me don’t do this,

don’t do that...
AR@IMISVIT QIO @R §2IQYBCBE DB 6 2IQBODAN AIOQANAICIS” ag)H1He” HAIQo ajalmoem’

atinifajil vann at tfejj arug it tfejj arutenn parajunnavaro:t enikk verum
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putft/fama:n

not even my family,

o) 3 Qﬂ@ﬁaomoamaaﬂmﬁ Galdejo

ente vi:tfuka:ra:nenkil po:lum

Don’t you dare say such things to me again...okay

@RDH BN GRLIN0Y 0)OPOFOD DD E 106L! MoMIATBHIMD AUOTBOY.

atukonf me:la:1 entejatutt itupo:le samsa:rikka:n vararut

(1:21:55- 1:23:24)

The concept of “@gomom@d afloam aaisy” comes in Das’s conversation as well. Unlike in
Ramante Edanthottam, Godha gives the verbatim translation of the phrase. Godha also puts the
idea in a good/bad binary. “@:gomiem@d afloan eatey’ is not about being a good or bad woman by
character. As we have discussed in the analysis of Ramante Edanthottam, the phrase has a more
layered political undertone. Godha also fails to capture it. Here, Aditi retorts in an aggressive and
assertive tone. She questions Das’s idea of good and bad women. She says wrestling is
everything for her and she will “whatever possible to improve” her skills. This dialogue is not
subtitled. This is a reply to Das for expecting a romantic relationship from her as she stays at his
house. He mistakes it as her interest in him. However, Aditi chooses to stay at Das’s house
because his father is a renowned wrestler and wrestling coach. She, through this dialogue,

implies that it is not Das, but wrestling is of prime importance as far as she is concerned.
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5.2.7. Uyare (2019)

Uyare discusses the journey of Pallavi Raveendran from a pilot aspirant to an acid attack
survivor. Pallavi, in a flashback scene to her childhood, is shown as ambitious about becoming a
pilot from her very school days. Pallavi is in a romantic relationship with Govind, who controls
every aspect of her life. When he comes to meet her in college, she is participating in cultural

events. Her dance costume enrages him for it showing the curves of her body.

Character Dialogues and Subtitles

Pallavi
DALY agsEBem QMRI@Ba?

intarvju: epnane unfa:jicunnu?

Hey! How’d the interview go?

Govind

Mmes @rY” eNIIo’ Me®IAN” edg] 3o

ninakku atli:st itonn ke:ti iffu:te

Can’t you pull up that a bit?

atglofl, ™1 awodamy’ EHOTRL0 AN a 0GR GaLIGS) ERW o] BING) DOLIVIGBADEE

pallavi:, ni: da:ns ko:stju:m enn parann fo:tto: aj atftf tannat

italla:jirunnallo:

Pallavi, this is not the dance costume you sent me the picture of, right?
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Pallavi

@R®...ANOL! Da]BH OalHSINI MGV’

at...innale utftfakk pettenna: matijat

It was changed suddenly last afternoon

DEQDY @R BoGaNIBGMIE @REPWIMGM... GRAH)o
mate:t atra kamfarttabi] alla:jicunnu...a:rkkum
The other one was not comfortable for anyone
afloam @’ a@1am” Va3lal’ TVIQo aloeros

pinne it mati:nn sandi:p sa:rum parapnu

And even Mr. Sandeep said this one was fine.

Govind

@@’ ADIMOOBILIHLINI G20 9@
at na:rinnillallo:nna: :cfozjffag

I am asking why I did not know

(14:40:00-15:13:00)

Pallavi’s fear for Govind is articulated through the pauses in her response. She is scared

of his disapproval about the dance costume. But these pauses are not represented in the subtitles.

They are given as plain statements. Pallavi refers to Sandeep, their teacher. The reference seems

to convince Govind that the costume is approvable. However, the subtitle is given as “Mr.
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Sandeep” without specifying his connection to them. Pallavi uses Sandeep’s reference to imply
Govind, a toxic boyfriend, that a man from a respectable position has approved the costume,
therefore Govind needs not object to it. This scene is to introduce Govind, a toxically possessive
boyfriend, and how the dynamics of their relationship is. However, how intimidated Pallavi feels
in his presence and her shivering is reflected in her replies to him. Omitting those pauses in her

response impacted the meaning of the subtitles and their correspondence to the scene.

In her conversation with Saariya, her fellow pilot trainee, Pallavi attempts to defend
Govind’ toxicity as overprotectiveness. Saariya tells her relationship is only one part of one’s life

and not to make it everything.

Character Dialogues and Subtitles

Pallavi
30 MO®EJI0 &OS AMIOMI@ (10IMVo HAISISHBWo

o: itella:m ku:te pa:noru divasam vettikkalajum

God! I’'m going to chop all this off someday

Saariya
@R®1Mo EWIA(ME” MI01HMR EPMAIIR BaldE1HnEME

atinum go:vind sa:rinte anuva:dam tfo:dikkange:
But you’ll have to get permission from Mr. Govind, won’t you?
9H0g HaIYEMH 988 0 10I@ BB ERONOS AADVEMIIEBHG0 alfo Bo

flai tfejjumpo: ulla pavar okke avite ettumpo:|e:kkum so:m bfo:m
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And all the power you get flying goes this way with him!

Pallavi

6B M®Ea]d ®IM alel ®alem @ye5o CNIANM@IOM GRD®o MHDHRING alOWA.

de: itippo: ta:mn pala tavana a:;jitto: go:vindine atum itumokke parajunnu

Listen, you’ve been making fun of Govind a little too much

aflomm ealdraum 6ERElEs3M®1903 MYalo ®M]ES” BROTVITINDOHHIENEI

pinne permisan va:nnikkunnatinte suk"am tanikk arija:ttatukonta:

And, you don’t know how nice it feels to ask for permission sometimes.

Saariya

Q> @REMIMNBIMECEID ANOM BBOMEMIS’ TVLIS Aloao GaldN®”

tru:, ato:nga:nallo: na:n oruttano:t sala:m parapnu po:nnat

True! That’s why I said goodbye to someone once.

aeelaflel’ ME@o &) EEglel’ 3am” a0@a0W1dleneMo A1GRIcUM aila .

laifil itre:m ka:cgjannalil onn maatrama:jirikkanam rile:sangip

In life your relationship should be just one of many things

GBRLIO® MODElo &HS MV SINIOLINDAH] BIQI0IEH] 2IBRIDB®”

Alla:te itella:m ku:te onnilotukki chalama:kkarut
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If you put everything into just this one thing, it gets messy.

(33:30:00- 34:00:00)

Whereas Saariya seems self-assured about her independent and liberated self, Pallavi
sounds unsure and scared when the discussion becomes around her romantic relationship. The
enthusiasm and high-spiritedness immediately go down when Saariya mentions seeking
permission from Govind. Pallavi’s attempt to warn Saariya to refrain from talking ill about goes
feeble. It is translated into subtitles as Saariya is making fun of Govind whereas the original
dialogue says Saariya is critical of him. When Pallavi says Saariya doesn’t know how nice it
feels to ask permission from someone, the subtitle has “sometimes” as an addition. It gives the
meaning that Pallavi has to seek permission only occasionally. In the scene it clearly states for
anything and everything Pallavi has to ask for his consent. By adding the word “sometimes”
subtitling process has eased the gravity of surveillance on Pallavi thereby impacting on the

representation of toxic masculinity.

When Govind arrives in Mumbai, uninformed, he finds several changes in Pallavi’s
appearance. She lied to him that she was going to sleep out of fear that he would disapprove of
partying with friends. He gets enraged seeing her in the company of boys, that too after telling

him that she was going to sleep.

Character Dialogues and Subtitles

Govind

AMIND LAV’ H:06MEMID GAIGAHIo 3)STo af)gloo GOIHOWIVI@BINEED
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na:n la:st ka:numpo: ve:so:m muti:m ella:m ve:reja:jirunnallo:

The last time we met, your hair and clothes were different

Pallavi

AMOM 2 I0WIMB109IBM)

na:n paraja:nirikka:rnnu

I meant to tell you

Govind

af)eldo &9lem1eg9? agao?

ella:m kaginnitto:? e:h?

After it was all done?

BBOHMWICEMI af)LI0 PI@ Qo BWHMO' alooM aNglenn?

inpaneja:no: ella: ra:frjum gudnait paraja:n vilikka:ru?

Is this how you have been calling every night?

Pallavi

@

alla
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Govind
@ne)?
alla?
No?
Pallavi
e
alla
No!
Govind

@O0 MAN” MHOAN MEEBHMEWIT AVEM aloIM cmamIo caoe)om)mcm”lmxﬁm)" @@@%?
appo inn tanne inyanejoru nuna paraja:n to:nnijat kojinsidans a:lle;?

So the fact that you happened to lie today was just coincidence?

aflwo V1o flB... HEMSaf

Uifoasiﬁ?ﬁmggu kannatatftf

I believed you...with blind trust

DMNOVOTNINBOWQSNE” 2f)PSOD” MEBBOM 2 10WIO® HAUflASRIMND®?
inijentokkejunt entatutt innane paraja:te Ue?f?ﬁfikkugga;?

What else have you been hiding from me?




Pradeep 186

Answer me

e:h

Pallavi

GalS1wI ag)Me” Mleam

pe:tyja: enikk ninne

I am scared of you

@O 6D al0AUYISEMNB0 af)Gq j0B9E)o

at pa:n parannitfunfo: eppo:je:lum

Have I ever told you that?

af)M1He” V019V AflSeMo GWIAINMS”

enikk [va:sam vitanam go:vind

I need to breathe, Govind

GalS1HEHIN® VOIITVo AflSEMo af)M1Be”

pe:tikka:te [va:sam vitanam enikk

I need to breathe without fear
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Govind
@I ANV @YEEMI SAYe?
atinu pa:n a:no: tatassam?
And I am what’s in the way?
Pallavi

@D

ate

Yes

mlwoem” ®SaYo

ni:ja:n tatassam

You are what’s in the way

af) M9 af)HANG ORI @RYAleMo GWIATAST..

enikk enneppo:le a:vanam go:vind...

I want to be me, Govind

snmloweslejo

inijenkilum

At Least from now on
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somloweslejo

inijenkilum

At Least from now on

MIMED” BAINE af)OMNEPORIVE],

ninakku ve:nfa enneppo:lejalla

Not the me that you want me to be

a9’ GAINE af)dANGa|IREI

enikk ve:nfa enneppo:le

But the me that [ want myself to be

@) af)G0Mo &eS @03456)(5506)83)’1(03 MaYH]50 o]

a: enne:m ku:te istappeta:menkil istappeta: mati

Love me only if you can love that me as well

Govind
@) af)HAN af)aM” alOQEMIUD @R®ICD a)®d MOIMo af)flSd af)aM” af MY @ROTWeMo

a: enne enn parajumpo:| atil ente stha:nam evita: enn enikk arijanam

I need to know where I stand with that you

ad®100IO0 E®IMIWVISHAMINHD MSMNIg’ D06EE] af)MSS8 Ha88 HAeqVE’ Mo I
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@O 1AHIBHGEMD

pa:tiravare to:nnijitattokke natannitt uranni ennu(la kafla messe:&% ini:m pa:n

prati:ksikkano:

Should I expect more lies about sleeping? When you have been hanging out all

night?

aBa0?

e:h?

Should I1?

@=o6mi” @o@@ﬂ_& AN’ DOf6SHNIa] BRYWI@BAN.
dA30:b intarvju: inn iui‘[evetAfEI' a:;jirunnu
I had my job interview here today.
c0eil a®oane” :61MGaNo @R

dzo:li e: tamnt kanfe:m a:ji

The job is confirmed

MU @RSOD BTV F1WIRIGLINS” GaldO)aM.

namma| atutta ma:sam ija:dile:kk po:vunnu

We leave for Riyadh next month
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Pallavi

af)Ma8” Mo MAfeS EeNE" MIMVo &6S NIIGH QNS

enikk ini:m ivite ranf ma:sam ku:te ba:kkijunt

I have two more months to complete here

Govind

@O alglOelamnd amoMd aloQMM@Y.

at patillenna: pa:n parajunnat

And I am saying that can’t be done

Pallavi

@@ M aloQOMD.

at ni: parajunnat

That’s what you are saying

af)OM EHIFHM aIGIWO ANIM A IONE®”

ente ko:ysine patija: pa:n parappat

And its my course I am talking about

Govind

@r6)|d...@ROa|d 1 alOQMMDGCaldeel @:0@56@3@ mMSanemo?

appo:..appo ni: parajunnatupo:le ka:gjannal natakkanam?
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So... things have to be as you say?

Pallavi
GQleMo... aflelGq j0o9ss1elo.

ve:nam... tAﬁlappo:{enkilum

Yes! At least sometimes.

Govind

CDOY [OIl)E] af)am” G@®IM0o...

ko:js tizre:nta enn to:nnum

Guess you don’t want the course to be over.

@M 1001 1001 &HOS H1SHHIMD O@oeﬂamgﬂg@ @RYAMEIROS oeﬂgcs(mwb

inpane ma:ri ma:ri ku:tekkitakka:n toliveluppulla a:nugnale kitfumpo:|

Since there are so many well-built guys to sleep with around here

Pallavi
Get Lost!

Get lost from my life!

(45:07:00- 47:10:00)

The long exchange Pallavi and Govind have, which lead to their breakup, has many

moments where Govind raises his voice and attempts to intimidate Pallavi. The use of the sound



Pradeep 192

“aga0?”” 1s with which Govind asserts his superiority over Pallavi. However, except for one
dialogue, it is not subtitled in the entire conversation. The threatening and frightening aspect of

Govind’s interrogation is thereby lost considerably in the subtitles.

When Pallavi finally speaks up for herself, the subtitles are given in a very vague
translation. Where she says she wants to be herself, not the image Govind wants her to be, the
translation into subtitles uses “me”. It confuses the readers what they originally mean. Pallavi is
talking about a self that is freed from censoring and surveillance from Govind. However, the
subtitles fail to convey the assertiveness and passion with which Pallavi is establishing her

individuality.

Pallavi is not ignorant entirely about gender politics and gender discrimination. In an
instance where she first meets Vishal; she humorously brings out how gender works everywhere
citing how the bathroom doors are designed with “Blah” and “Blah blah blah.... Blah” instead of

mentioning gender:

Character Dialogues and Subtitles

Vishal

BB $00 6210616 2J003 af)ERAMWI MBOPOWIT O0BHIM1MVo?
oru ka:rjam tfo:ditftfo:{te: ennaneja: itintejoru mekka:nisam?

Can I ask you something? How does this work?

Pallavi
@@ 10, EREAMEBRUD ERYAINIEHIM” MI@ED TMVMIBISNIQSS ~f)ANITELI0 @YSNVEIBUD

aloQmoy.

at sa:r, amnunnal a:vafjattinu ma:trame: samsa:cikka:ru||u: enna:nallo: a:nunpal
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parajunpat

They say “men talk only when necessary”. At least that’s what men say.

BRDOHIMNE” MIO M@0

atukont bla: ma:tram

So, it’s just “bla”

6B afloam 61210 enId 610 NId

nannal pinne bla: bla: bla: bla:

And with us it’s “blablablabla...”

Vishal

@REIMT Y les aflanleal RIMloay?

a:ra:ni: sristijute pinnile d3i:nijas?

And who is the genius behind this creation?
Pallavi

@ROIWIE]. GRYMIERBINOH; IR0 MMM BRWICTHNEMAGEID

arijilla. a:nunnala:renkilum a:jirikkanamallo:

I don’t know. It must be a man for sure.

(33:15:00- 33:50:00)
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When she meets him again after the acid attack, he offers her all-possible help. She asks

to become an air hostess. Her face is deformed as a result of the acid attack. He hesitates to give

a reply at the moment. But later takes the step to hire her as an airhostess. On a flight she

encounters Govind again who deliberately attempts to provoke her.

Character

Dialogues and Subtitles

Vishal

BSOS 0)BOHRIBIVIE 2f)@BGAOIMIQIY @R BT oW OalEME)S] ap@mM.

nannalute ejarlainsil ejarho:stas a:ji oru putija penkutti ettunnu

We are hiring someone to work with us

as an airhostess

9200 oMo MDAV’ alpjaN EaA@D

her nejim 1:s pallavi ravi:ndran

Her name is Pallavi Raveendran

@RYMOU el DI @RYM @RYAVIA” @0Qod:” afl@:Slo.

a:ng si: i:s a:n a:sid ata:k viktim

And she is an acid attack victim

Media

D ©NE1Es0 3G Ulonle:” @ee]?

it ferikkum oru gimmik alle:?
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Sounds like a gimmick

Vishal

8 Mmel 2088 6)nJ6TT3c9:3§r](D)36)S 21O 302U @RV’ B¥lHsaT
oru nalla bfa:vijul|oru penkuttijute mukhatt ora:| a:sid ojikkunnu
Someone throws acid in the face of a person with bright prospects,
@REMINS @Y H*:F1WOS abya)Qo HO1VWRHNIOEH MMV Galdd:aT.

ato:te a: kuftijute fju:tftfarum karijarumokke ninnu po:kunnu
and that puts an end to her future and career

aIPI@aIIMlasamle] agam” A l0QaN T

vajijavasa:nikkunnilla enn parajunnatil

How can telling someone the road has not ended

2f)216SWIEM” MY YOO WX B;”

eviteja:n suhrtte gimmik?

be a gimmick, my friend?

Media

2Nayd afloo@3, agamoeje AVDMBOLE ABQAJe BIMMD GalMe 200NV} A @BBANIMIQMY

mistar vifa:l, enna:lum saundarjam e:tavum ku:tutal ve:nga <f30:lij alle:
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ejarho:stas?

Mr. Vishal. Being an airhostess is a job that places beauty at a premium

Vishal
nJRUIQME; a0BORME’

buddfijunt, hridajavumng
She has brains. And a heart.

2019 @neer avod

2019 alle: sa:r

This 1s 2019, sir!

@M MAQLallo)) @saResns muoBee» Myes”
anpanejum gima:c]ﬁﬁ]”u tutanpikku:te saundarjatte namukk

Can’t we start defining beauty in that way?

(1:22:11- 1:22:29)

Vishal announces his decision to recruit Pallavi as an airhostess in his airlines. He
specifically says “am ajolo oaeds;)gl” (a new girl). However, the subtitle says “We are hiring
someone to work with us”, omitting the gender. Acid attack is a gendered violence. Omitting the
gender from the reference alters the politics of the context in appointing a girl who was

disfigured by a man through acid attack. Again, in the very next exchange where Vishal talks
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about the consequences of acid attack on an intelligent woman, the subtitle chooses not to
specify the gender. The film is about how Pallavi interacts with her surroundings through her
disfigured face after the acid attack. She defies the dominant portrayals of disfigured and
disabled bodies as embedded with shame and subjected to pity. Pallavi emerges as a fighter after
the acid attack. The gendered nature of the violence, and the resistance of Pallavi as a woman, is

not translated through the subtitles.

5.2.8. Kumbalangi Nights (2019)

Kumbalangi Nights talks about two families in the village of Kumbalangi; the Napoleon
family and the family of Babymol. The Napoleon family consists of four brothers; Saji, Boby,
Bony and Franky. As discussed in the previous chapter, Boby and Franky are born to Napoleon
and his second wife, Leelamma. Saji is Napoleon's son in his first marriage, and Bony is
Leelamma’s son in her first marriage. These step brothers, after their father’s death and mother
leaving home, lead an unorganised and purposeless life. Boby, out of the four brothers, nurtures
expectations to have a normative family. His normative expectations from life are revealed in the

scene where he irks Sumeesha, his friend’s girlfriend, arguing about the concept of beauty.

Character Dialogues and Subtitles

Boby

@31 o) M9 EDOMIN BT G LI0I OOSa] BRYOEMAD’

kutti enikk to:nnunnu oru tru: lav taipp a:nenn

You seem to be, a ‘true love’ type,

9ag) 210 61100 TVDBELEWIHLIM6 ANWINEHIOD. ..
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al mi:n ba:hjyasaundarjattilonnum vifvasikka:tta. ..

not an admirer of external beauty

Sumisha
aflvoloauemzel... @Re” alosom’

vifva:sanfallo:...a:ru parapn

Of course, I do

(@JU00EM @Y ROV’ BN’ QUG

prafa:nte: a: gla:s onn Ueﬂ“ffe:

Prashanth, just wear those glasses.

GMICHNY H0E ANMIVHH HOMVA” &S Mee]
no:kkje: karakt vina:jakante said katt ille:?

Look at him, doesn’t he look like Vinayakan (a popular Malayalam actor)?

(21:51:00- 23:15:00)

Sumeesha challenges Bobby’s attempt to mock her choice of partner. Bobby carries patriarchal
stereotypes as ideals within himself. For him Prashanth, despite being his closest friend, is not
handsome. He is carried away by normative beauty standards. Sumeesha resists his jeering by telling
Prashanth resembles Malayalam film actor Vinayakan. Vinayakan is a subaltern hero who established
himself against the savarna imagination of stars. The subtitle mentions who Vinayakan is for

uninformed readers to find the reference. The reference given for Vinayakan in the brackets help the
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readers to understand why Sumeesha chooses the particular actor to contest Bobby’s exercise of

normative power over her romantic choice.

In a sequence where the newly married Simi and Shammi, along with Babymol and their mother
visit their uncle, Shammi shows his disapproval through his facial gestures. The uncle and Shammi

later engage in a conversation:

Character Dialogues and Subtitles

Uncle

GOMOEM MAIFHS 2fl9o®W H:5] emomlafles alan’ Mmlanea o

mo:ne: ivalte tfitaje ketfi na:nivife vann ninnappo:

mmgs&@@g@&@m @zﬁﬁdGTT)é'G‘Bgo <ﬂ)0(0(56'61326)m06)rﬁ6) 6D6NSIB630
nammalatukkalelkke:ri bfaksananpalum ka:gjannalumokke infa:kkum
Son, when I came here after marriage and started cooking and all,

@ 101SOHO @ngoe;(fbced' BWHHO §210014af1e10

ativitatte a:(ukalkku bfajankara fforifﬁ]ila:

It did not go well with many neighbours

G3 GRIGMO H2lLIE ) EREBOM §21001IM 2MMY Ome”

alOGH CAOM®” HORMBUL & 2lQen2

de: mo:ne:m ffelappo: anpane fforij amn ffa:ns ungt.
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pakgse: mo:nat maindffejj anfa

They might turn towards you as well, but never mind it.
ADOMEBBOHM BRYEOO alGRUI1ENITNAL.

na:na annane a:re:m upade:fikka:rilla

Usually I don’t advice anyone-

AIGHH MINOBIGO BOITD aldHHhs0

pakgse: nammajore: tu:val paksikala:

-but we are kinda, birds of same feather, that’s why
@RE®INZ af)MHH GHIGMINSITW TMUBalnHYTD Moo

ato:nfa: enikk mo:no:toru spegjal istam

Shammi
[CHUCKLES]

SN’ eeN” BAITE QYT O6NE” 2100 |0

onn rant tu:val vjatja:sam unf tfitappa:
Some feathers are different, uncle.
MO MOMOWINFIMR aleMBs” Galoenosns”

na:n ma:njama:jittoru panikk po:nung
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I do have a decent job.

2flgaleMEqjonel meaEsom milal’ aflamoe] N2IB6109HME" MO1a9a]
tAﬁtappageppo:le innane bi:f unta:kkikkont irkkalalla

Not in kitchen like you.

(29:44:00-30:24:00)

Shammi’s reactions to the uncle are full of scornfulness for being a homemaker. His contempt is
expressed through his disrespectful laughter and sharpened eye exchanges. Though the eye
exchanges are not subtitled, his laughter is given in the brackets as “chuckles”. Shammi smirks
throughout the scene at Simi’s uncle. He is not chuckling. There is an attempt to capture his

expressions through subtitles, but the translation is not accurate.

Baby has been the breadwinner of the family. She earns through her job in a resort and also by
runs a homestay. After Simi’s marriage to Shammi, he shifts his stay to their house. Shammi
starts controlling the family affairs. Shammi finds that a female guest, a foreigner, has invited a
local man (Bony) to the room. Shammi peeps through the ventilator and sees the foreign lady
and Bony making love. He resorts to moral policing, and verbal abuse. Baby gets offended by the

incident.

Character Dialogues and Subtitling

Baby

€al5M Eoaleel $:06mM16.s] BV EMIQ @YV 0




Pradeep 202

ﬁ"e:t‘[an ra:vile ka:nj{fa‘e bfajankara bo:r a:jippo:ji tfa:

What you did to them was totally unfair.

Shammi

af)aMI GAOGS

enta: mo:|e:

What did you say?

Baby

@Ta%...(mg(‘rb @0afl9el $:06M2 0" eV GIod @RYWIEa W] ag)aM” alOSIH@IEM”
alla... tfe:tfan ra:vile ka:itftfe biajankara bo:r a:jippo:ji paranpata:n

I said, it was too unfair.

Shammi

Rule 15: No sellers and locals allowed in Home Stay

Rule 15, No sellers and locals allowed in Home Stay

Baby

OGNOLIOHANIMVo BB BHIGOYIL] GalF0...BRAIQ" CaldWIS B Haldg rﬂmé OHIFOMI MINES

coglow)’ Galoo

itilonnum oru ka:gjo:1la Ee[[a: ...avaru po:jiff potfa rivju: kotutta: re:tin

po:vum

Its nothing to do with rules, if they give a negative review, our ratings drop.
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911G |0 MENOS HHLITVMMY AIHE &PMAVDD ERYeso

tfelappo nammate laisans vare kja:nsal a:kkum

Even our licence could be scrapped.

Shammi

BLOMIVOB BRY®OS

kja:nsal a:katte

Let it be, then.

@OBBOM BOWERMY H21Q &1 500" MRHS” EAlN2 CRICS

anpane addzst aej,‘g kittunna ka:/ namukk ve:nfa mo:|e:

We don’t need that sort of money

MAORNCHN)...

nirttikko:

Stop it

HAIMINEOHWIMDo AU INVEHID OHISBOBYE]

1vanma:rejonnum vifvasikka:n ko[]attilla

These guys are not trustworthy.

ALl MSM®” F0@DWIENEEL Hel
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varkkala natannat o:rmmajuntallo: le

You do know what happened in Varkkala!

smmleel nIC1od 2O@EY, MYyo DENE" BR®” QILIGaI0g0 HIEMEMo

itile: si:rjal ma:tralla, nju:sum unf. at vallappojum ka:nanam
You should watch news also, not just soaps.

S6BBOMOINM0 af)GANIS’ MoMVIG1HNEL] GMIMIEROS

inganonnum enno:t samsa:rikkalle: be:bimo:|e:

Do not talk like this to me, Baby.

)DL alFlWI )00 af)GININS @ﬂoeﬁm@gg

entenkilum patija: ella:rum enno:te: tfo:dikkattul|u:

If something happens, all blames will be on me.

(1:30:23- 1:31:46)

Shammi addresses his wife and Baby as “ecaceg” which infantilises their identities as adult

women. However, the subtitle mentions only Baby, her name, which he categorically attempts to

add the prefix “caoeg” to, in order to signify her insignificant status in the family. Baby has been

supporting the family through doing various jobs. One such is the running of a homestay. The

objection Shammi puts against maintaining a homestay service stems from two reasons, both

normative. Shammi finds the guest from a foreign country, a woman, making love with a local
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man in the homestay. Baby’s status as an earning member threatens his aspirations to become the

patriarch of the family by all means. He covertly brings a tone of threat throughout the above

conversation, which is not reflected in the subtitles. However, they capture his attempts at

infantilising Baby.

The following exchange comes at a very crucial narrative moment in the film. Simi

reveals that Baby might elope with Bobby, which triggers Shammi. He wakes her up in the

midnight and starts lecturing her to her extreme detest.

Character

Dialogues and Subtitles

Shammi

GMIG8 GLINBHAMN MVIAMo GaISEM BGalIHEL] dhIeMEIMo af)NIGEI (TUO(TUO(O1£H1§U &;O@é@g%}
mo:|e:... mo:|e:nne svantam tfettane po:le ka:nanam
enna:le: samsa:citftfift ka:ggamul|u:

You should take me as your own brother, otherwise there is no point in

talking.

@nee] milal

alle: simi:

Right Simi?

)0 ERAIOM Eald:..

enta: avante pe:ru...
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@RAING Gald’ aMID MOMOGAIW]

avante pe:ru na:n marannupo:ji

What’s his name, I forgot

Baby senioanil
bo:bi
Bobby

Shammi -
a: bo:bbi

Yes, yes. Bobby

af)IDITNAINAG GRINI®?

enta:navnte jo:gjata?

What’s his qualification?

af)O &=OS MD 6snSI0d MGBAN” MONOS ERONWENBIHBAN BHHIMo HFlHNIMSS @RAIOY

GRINID® af)a»I?

ente ku:te 1: te:bilil irunn nammate amma unta:kkunna bfaksanam kajikka:n

avnte jo:gjata enta:?
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What qualifies him to sit with me around this table and eat our mom’s food?

GaHOI ©21Q0...GRIGS GoHOI’ 21Q0 OBI5809M 60 Bl 0f)$H9IMD DEIOCAINI

se:v ?fejga:..mo:[e: se ?fejga: kotukka:n 60 ru:pa etukka:n illa:ttavana:

He doesn’t have even a sixty rupees for a shave.

Baby . .
Gals) GRODINDE alene’. genioenil Meald aleM1OENINDH Galdemlens
ffe:ﬁﬁu: atokke panf..bo:bi ippo: panikkokke po:nint
Sis it’s not like that anymore, he is working now.

Shammi

GQOGE EMIMEE] MVoMVIBTABMND).. Bala[lVLIGLI0 aBal”

mo:|e: pa:nalle: samsa:rikkunnat. . .ffe:fﬁj\ijallallo: ...e:h

I am the one talking to you, not her.

[TENSE MUSIC]

a0 ¢210E1H830M Galod EOmIM af)GaMISEL! AQalS] al0CWEME™”

nan ﬂ“o:gikkup‘ga ﬂ“o:glja;c_‘gigu enno:talle: marupati paraje:nfat
So answer me

DHBAV@S aIQEe] cRoOg HADIV@S HaIQGee

insalt tfejjalle: mo:le: insalt tfejjalle:
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Don’t insult me

Baby

m@@ome%go

atonnalle:tta:

eenloan 1o’ Mel @YEEINYME,; Me! MIRVIYME, Mmel amayoem”

bo:bikk nalla a:ro:gjanf, nalla manassa:n,

@RG@o O]

atre:m mati

It’s not like that, Bobby is a good guy, that’s enough for me.

Shammi

M1 §HICO SO AVIMA HhI6eMNE"
ni: kore: ku:tara sinima ka:nunnunf
You watch so many trash movies.

60968 Havlel amId BMBaldSGalNHO GHITTOIMDI

BWNOSAT HAl2)0 BHBaldS, ENIDBE 2NaDHHIM Ealoejo algel
mo:|e: dejili pa:n orupa:tpe:re ka:mnunnung,
[ meet many people daily, you can’t imagine

@RAIM aldNI GEOIWI
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avan pakka: fro:da:

He is nothing but a fraud.

Baby @O’ ¢21900 Bq I, nMOBOe0] 8o MM @REROM 0210050 A
at tfefante opi:nijan, enikkente opi:nijan
annane vitfa:ritftfa: mati
It’s your opinion, I have my own, and that’s all.

Shammi

DHOM] ERYVEELI, RO af)Sloo MM ERYVELIO

1:s1 a:jallo:, appo ella:m i:si a:jallo:

It’s very easy to say so.

[€n]9] 2] o@')(TﬂG)o%)O(B(TT) oJO@)O(TO@%

MO HBgMMAIM” A1M20 ) BE@o CWINI® GOleMo

mo:|e: enikkonne: paraja:nul[u:

ninne keffunnavanu minimam entatre:m jo:gjata ve:nam

I have only this much to tell you, the guy you marry must be as qualified as

me.

GQIGMs GRIGS
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ve:nte: mo:|e:

Right honey?

2Nl MAIMOIBGo eI MIHEISS @IWIM ALYV CRINIDE) 0 I060m MOES

pinne ivanma:rum na:num tammilulla prad®a:na vitja:sam mo:|kk parann

taratte:

There is a big difference between them and me.

IO alll DHANES alloaN@®I

ORI B9 ®ANGH alOAN®I. .. BOOBH

ivanma:ru pala tantakk pirannata:...o:kke:

I have a single father, whereas they have many. Ok?

Baby @REEBOM altl MANES alloAHEam §Sd: Masell @mom@”lm.ﬂ(fb @REEISO
29108860 BT M 088
annane pala tantakk pirakkane: teknikkali po:ssibi| alle:tta:
It’s not possible, technically, everyone has a single father.
Shammi

af)AQMI A lOGEE0ND... o)A alOGEI00)

enta: paranpne:... enta: paranpne:
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What did you say, what did you? [TENSE MUSIC]

@RUIBTIRI0 0 l0QEIMI...GRUTRI0 o lOQEINI

as|i:lam parajunno:.. asli:lam parajunno:

Mo mese allgleay...Mom ®eas alglo

ninte talle: vilitftfe:.. .ninte talle: vilitftfe:

AMIHMIMM BaldBH96T ouaﬁ@ggﬂ@;o@ DEBREOMWIGENI mgfbmgé)m ag)am’
namonn Eo:cniikka[[e penkuttikale inganeja:no: valarttunne: enn
Absolutely lewd!! Call your mom, is this her way to bring up girls?
o@)(TO)V OVBOMEDI0 alOWIoMMIGMI

ent o:|attaro:m paraja:mnna:no:

Baby Cal50 @) MEN200915” BB BE0LAE)
El“e:‘[‘[an O{ftAfa infa:kki:tf oru ka:rjo:milla
oM 1HYNBS ERHUIOS @:6S MM Galonjo
enikkistamula a:|te ku:te na:n po:vum
No matter how loud you shout, I will go with him
Shammi

af)S1 oSl af)S1 210fl5] eHGl ®AMILIREEID
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eti: efi: eti: tfaviffi ke:ti tanna:luntallo:

If you were a boy, I would have thrashed you right there.

Simi Ga1sd
a“e:tta:

Baby af)®aM af)S1 Galds] af)maNIMo Qg1 MeHn: g9
enne efi: po:ti: ennonnum vilikka:n nikke:nta ffa:
Don’t yell at me

Simi
®alIS0
Ee:‘[‘[a:

Shammi

af)MHHO01WI MO af)TNI H2IQYEENS af)aM...
enikkarija;m ninne enta: tfejjante: enn
MINOEHOM0 ERY@ELIST

ninakkonnum a:culleti:

MM MIGE®) 088

na:n ma:tre: ullu:




Pradeep 213

GHESO

ke:tto:

What would you do? Come down to earth, you have no one but me, mind it.

Simi
Gal30

Tfe:tta:

32150 GNIMIERIONS af)S] Galdslan” alSleon@B®”

El“e:tta: be:bimo:|e: eti: po:ti:nn vilikkarut

You can’t yell at her

Shammi
60268 aVlal... M1 af)Sealsens

mo:|e: simi:.. ni: etapetanta

6IMIGM VI GalISeMEa ORI

na:ne: svantam ﬂ”e:[[arﬂleppozla:

aLIM0 GalSHMEBINRI MTAMNI TVoMVIR1HBHAM

svantam ﬁ"e:t[ageppo:le ninna: samsa:rikkunne

Simi, don’t interfere. I am like her own brother.
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Simi aB® 99Sa | GalgMINME;1Rjo MOJIBAR” MoMVIG]HNEMo

e:t taipp Efe:t[aga:qekilum marja:dakk samsa:rikkanam

You can’t go rude on her, no matter what kind of a brother you are

(1:53:59-1:57:00)

Though the subtitles attempt to capture the meanings and nuances more effectively, they
lose the grip at certain crucial instances. Shammi screams at Baby “ags1 ag)s1 ags1 aiafs) esgl
@moggmecen”’, which implies he will mutilate her female genitalia. Women choosing her own
partner is equivalent to exercising her sexual autonomy. Patriarchy and other dominant and
normative institutions find it a severe threat. When Baby says no matter how much he yells, she
will marry Bobby, Shammi’s masculine angst is triggered. He tells her if she doesn’t conform to
the prescriptions of the institutions, her sexuality will be controlled by violent means. This
dialogue is subtitled as “If you were a boy, I would have thrashed you right there”. The original
dialogue doesn’t bring any comparison of genders. The translation has taken an excessive liberty
to interpret the dialogue as an expression of Shammi’s potential violent ways. However, the

gendered meaning of the dialogue is mutilation of female sexuality, not mere physical violence.

5.2.9. Varane Avashyamund (2020)

Varane Avashyamund revolves around the life of the middle-aged Neena and her daughter
Nikita. Neena is a single mother. Nikita on the one hand is very proud of her mother’s struggles
and confidence as a divorcee in bringing her up. On the other hand she feels insecure about how

Neena’s approach towards romantic and marital bonds will impact her personal life. In the very
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initial scene where Nikita is introduced as helping her friends to register their marriage, her pride

about her mother is established.

Character Dialogues and Subtitles

Staff

Mam eagwllel” 2000mAMY dmlo [
inta aidijilu fa:te:s nejim illaje:

Father’s name is not mentioned in this ID

Nikki

2e3YIY’ am@lo MMM’ Balog@@s” Oe)

made:s nejim ni:na:nn po:ftirkk lle:

Doesn’t it have my mother’s name as Neena in it?

ol @rolaiel’ @’ eflweil BocHs @I

e:n arivil at li:gali o:kke: ta:n

As far as [ understand, it’s legally alright.

Staff

o HD @rlaNel @yMI BICHH MeOeL]

it je:n arivil a:na: o:kke: illai

According to me it’s not right.

Aald@® Vo

pa:runka sa:r
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Please look into this

Registrar
M@ ag)ejoo 0e1wIklauo?
ni:nka ella:m malaja:[i:sa:
Are you all Malayalees?
Nikita and
Friends @20 vod
a:ma: sa:r
Yes sir.
Staff

ad, @ GBS’ Be1ysmo O Mod

sa:r, it tiruft kalja:nam ve:re sa:r

Sir, this looks like a clear case of runaway marriage

@M @Jadlel HOMIEa MMM @M 300U SiMElefo Ealemo aud

adras pro:fil respo:sibi| a:na: kanfippa: ve:nam sa:r

We need someone who can take their responsibility.
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Nikita

@020 0TI EaI0eNIMNENG] §3:00.4) OB:00anO @M M@
atftfranu respo:sibiliti koratft[ korava:] irunnu sa:r
Sir, my father lacked responsibility.

@2 oD m3@, maavo.

amma singi| madar, ma:dam

My mother is a single parent

(6:50:00- 7:12:00)

The scene challenges the notion of associating responsibility solely with male figures by
establishing Neena’s personality as more responsible and stronger over male parental figures.
The office staff, also a woman, questions the legality and potential capacity of a woman to take
responsibility. The reference to Nikita’s father as irresponsible has layered implications which
unfolds later in the film. Not only was he irresponsible, but also abusive. It also indicates
Neena’s resilence and struggles through Nikita’s tone and expressions. Both these expressions

are missed in the subtitles which only focus on transferring the meanings verbatim.

The dining room scene where Nikita, Neena and Neena’s cousin rekindle Neena’s young
days is an odd instance in the history of cinematic representation of mother in Malayalam
cinema. Manual, Neena’s cousin, tells Nikita about Neena’s past romantic relationships and asks

her to take inspiration from her mother rather than planning for an arranged marriage.
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In both these scenes, we could see men who appreciate independent choices of women
without any prejudices or judgements. The scenes also show how normative notions are

perpetrated many a time through women themselves.

Character Dialogues and Subtitles

Elizabeth

HEIJo6IMo (GT@O_IC)OO(BGDO?

kalja:nam a:va:ra:jo:?

Are you getting married?

Chinnu

No
Elizabeth v
oneflaomy MBElwINICaUI M10HW O alHHMIO AUMo.
melinn sundarija:vumpo: niraje f]"ekkanma:r varum
Once you get slim and beautiful, a lot of guys would want to marry you
Chinnu

6ag) a000i af) GNIDWagms”

ai ha:v e bo:jfrant

I have a boyfriend.

@MW @AINGS” MIM a|s) MQeslo®” ®IM aslose

a:nd avanukk na:n ippati irukkirat ta:n putikkum
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He likes me as [ am

Elizabeth’s
daughter

@O0 af)aIMI Haelwaan

appo: entina: melijunne:

So, why do you need to lose weight?

Chinnu . .
BT QAN G I0SQDEE

oru dress po:tarutukk

To wear a special dress

(58:00:00 -58:10:00)

The character of Chinnu, in contrast to Nikita, is a progressive girl with an independent
thinking. The kind of conflict Nikita navigates through is not seen in Chinnu. Her thoughts and
words are very clear. She doesn’t fall prey to the societal pressure on maintaining beauty
standards. She protests when her enrollment in a weight loss clinic is associated with the
prospect of marriage. The elderly woman and her friends who do not understand her purpose to
lose body fat if she was not getting married soon. She responds saying “sm ey eansq@as” (to
wear a dress). Neena explains to the women that Chinnu has designed a dress for herself and to
wear it she needs to reduce some amount of body weight. Chinnu tries to establish that her body
weight and shape and their transformation need not be associated with finding a romantic/sexual

partner. She categorically tells the women of the clinic that she already has a partner and he loves
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her as she is. With her clarity and confidence Chinnu effectively resists the attempts of body

shaming and patriarchal indoctrination.

Character Dialogues and Subtitles

Chinnu
290 HSMaHUM @RYEIM]OH:

ma:m tengan a:ka:tinke
Don’t get tensed

MO0 af)BHN af)®1g MANAOD]R] af)MOQU®” a)(mo%"ltcmmom% MM HAVID af)BHOAVO”

ARW1Be M

ippo enkamma enkitta intama:tiri eta:vat sollicunta:1 na:n semma eksaitaq

a;jicippe:n

If my mom had told me the same I would have been very excited.
20y’ &G ol ®em

dzst oru lav ta:ne:

You have just fallen in love.

It’s really cute.

(1:20:03-1:20:23)

When Neena navigates through conflicts with her daughter, it is Chinnu who supports
Neena. Despite having a huge age difference and Neena being her teacher, Chinnu is able to

better understand the situations and how to respond to them. In translating Neena’s concerns
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about how Nikita has perceived her relationship with the Major, the subtitles stumble a lot.

Where Neena says she would have revealed the truth in a softer way, the subtitle is given as “I

would have handled it”. Similarly, where Chinnu urges Neena to give Nikita time to come to

terms with the revelation, the subtitle reads as “give it sometime”. Nikita represents a character

who suffers with a plethora of inner conflicts, and as one who ought to go through

transformation. However, when the conversations about Nikita or of Nikita are subtitled, the

sensitivity is often missed and it gives a colour of villainy to Nikita’s character, instead of

highlighting her conflicting mind or ignorance.

Character

Dialogues and Subtitles

Nikki

200} ag)crbemgé’@mc@’ GQINRONDSBS BRGIVOS Hag W Myl @@ @50
i: enge:d3ment ve:nfa:nnulla amme:te aidija su:ppar a:runnu {fo:
Your idea to drop the engagement ceremony was good.

3 a0&IBUY HUGBIARC HB:Fo I’ ARUWDLOIOO EROIVNBHIM BEIJIMONOMG ERE® HAVYA 1B

83@3 aldlalds].

de: napnal ferikkum kettum enn a:|kka:re arijikka:n kalja:nattinte ate: setappil

oru paripa:ti
It's a ceremony similar to wedding. It’s just to announce loyalty

Total waste of money and time.
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Neena
aflangpeo®
pinnalla:te
So true.
@) OOV HALa] MIEBUIDHE) nf)HIDINDES 62190
a: paisa Uea“ﬂ“ niny|kk entokke Eej ja:m
You can use that money productively instead.
Nikki
@Y HOAIGTVINE af)MHSHINI §21QYIM GaldGeM? ag)M] aqylwmo?
a: paiso:nf enikkenta: tfejja:n poine:? eni stri:dfanam?
So what are you going to get me with that money? Any dowry?
Neena

alloam (Tg]wmo!

pinne stri:danam

No dowry.

@603 @ald1eI88 af)al’ W] ®MOSHGHNIo.

tante pe:rilu]]a ef di tanikketukka:m

You can use your savings.
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afloan ag)Mee” Rlaflensens

pinne enikk d3i:vikkante:

DRIV ER® 001080 af) BB IRMSIQL @rysrn”
madra:s atja:vafjam ekspensi:v a:n,

I have to figure out my living as well.

It’s expensive to live in Madras

Nikki

@G HSMAHUMD @RS1BHEN20

at tesan atikkanta:

Don’t worry.

MmUY @RSO @IV AGIAV” aflSo.

nammaj afutta ma:sam madra:s vifum
Next month, we’re leaving this place.
ag)inil a 0B MISIHLIHAT amg”l(o% 6)2100aM0.
ebi paranne: na:ttilenne setil a”ej ja:nna:
Aby suggested to settle down in Kerala.

HIAHMIS’ rmo_l(ﬁacee)amg aQ0Q’ MEaNE. ..
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ka:kkana:t avarkkoru fla:t inte:

They have an apartment in Kakkanad.
000 B0 HAVMAVIMIAD...

mammi bfajankara sensibila:

His mom is very sensible.

agf)BaMIS’ a I0WIE, MNAOBNHIT QD’](T(_B(T%(T\S) Blat’ §.21Q" MIAMIEOCD ag)am]
mejweae)?!

enno:t paraja:n, namukkoru distans ki:p :cjl‘ej;g ninna:ppo:re: enn
nallejalle:

She is telling me, we can live separately.

That’s good, right

Neena
@RYad’ MM MEBBOS &S MIBBEAN oucleleald
a:h npa:n ninnate ku:te nikkunne: ferijallallo:
I can’t stay with you both.

Nikki

@RANOSHWIM VRO (AT,
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avifejoru sarprais

@ OIVo @, PASEAMIAT MaeS EaIBIT 8@ § M ag)al’ O O s’ §2IQgeME"
a: sejim apa:rtmentil nammate pe:ril oru tu bi etAfﬁ” ke pa:n bukk ﬂ"ej,‘gi‘[‘[un[
That’s the surprise.

I’ve already booked another apartment over there.

aQUd a)eg Oalm.

ful| ente paisa

@non @RAN&OS Mloso

amma avite nikkum

I bought it with my money

Neena
aleay, afM1ee...maflos goqyleal Meel
pakse:, enikk ivite kla:ssille: nikki:
But, I’ve classes here, Niki.

Nikki

@@’ alely EHIE8R BANLIEEI0

at vallja ko:[e:d3 onnallallo:
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@o6mi’ MIg1ejo alCla{leedo
frends na:tfilum pathippikka:m

That’s not a big deal.

You can teach French there as well.

BRANEBNIM »HIQo Q680

ammakkoru ka:rum vagna:m

@S0 108] @RWIGHs30

atipoli a:jirikkum

I’ll buy you a car.

It will be awesome

Neena

@D MYHH @OGRIIYI0

at namukk a:lo:jkka:m

We can think about it,

af)AOWIEo MEBBHS o oMM Bao MOQeMe

entaja:lum ninpate pla:ns onnum ma:tanfa

o_gog’ es(om)goem“
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fla:t orasata:n

Nevertheless, don’t change your plans. an apartment is asset anyway.

)O3 0030 6N alowoo.

ente ka:gjam pa:n paraja:m

T B0l DGOV aflSoM algle] ...o"

tatka:lam madra:s vifa:n patilla..mh

(1:10:55- 1:12:59)

Nikita’s conventional mindset is exposed in this scene as she discusses her post wedding
plans with her mother. Though Nikita takes pride in how her mother has brought her up
independently and shares the opinion that her mother is smart, Nikita often disapproves of the
very same independence her mother enjoys. Though jokingly, Nikita mentions about dowry. She
is also ready to uproot to Kerala with her would be after marriage, leaving the city and her career.
Her parents’ separation and having to grow up with a single mother has made her more inclined
towards the institution of family with its every conventional aspect. She has advertised herself in
matrimonial, rather than going for a love marriage. She has even planned the location of their flat
to be attractive for marriage proposals. Though her friends and uncle encourage her to find a
partner by her own, she insists on finding through matrimonial profiles. Neena laughs off the
mentioning of dowry saying that Nikita can have the savings in her name and that Neena has a
life after Nikita’s wedding. In Neena's attempt to establish the boundary of their independent

lives Nikita declares that Neena is also moving to Kerala with her after Nikita’s marriage.
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When Neena says she has classes, Nikita brushes it off implying it is not significant.
Neena expresses her displeasure to stay with a newlywed. Nikita says she has bought an
apartment in their name and Neena will stay there. Nikita doesn’t say Neena “can stay there”, she
uses “amma will stay there” instead to exercise her authority over Neena’s life. However, this
dialogue is not subtitled at all. This dialogue has a significance in detailing Nikita’s character as

with this sentence that Nikita tries to bring her mother within the fold of the institution of family.

Character Dialogues and Subtitles

Nikki

agenil aiamlee)?

ebi vannille:?

Where’s Aby?

Sherley
DEL... @RAIY B@ MITMVEOMES QYE0Iq{lGRIEs” Galow1dlen 0
illa...avan oru ma:satte:k ju:ro:ppile:kk po:jirikkja:
No, he has gone to Europe for a month.

Nikki
3000’
o:h

Sherley

Mo} JOVON1HLIN® RIOBM1Hs” 2M20W@BHIMNERDD. ..
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ninte pra:jattiloru mo:|enikk unta:jicunnenkil...
If I had a daughter of your age,

D004 EOG" ©21QM O?:I02JOSI...

kammju:nikke:t Efej jamn koraffﬂ“u:toru

It would have been easier for me to communicate
OV Heljdemo (T)So%ﬂ%lb GDIGCs

i: kalja:nam natakkilla mo:|e:

We have to call this wedding off

Nikki

AIWT MVEA 5] H:06emlel cel. ..

da:dj same:tft[ ka:illa le:

Aby’s dad might not have liked the proposal, right?
Sherley

a8 MloaN SOMIE] a0

enikk ninne oftiri ista:

I really like you a lot

amID Mlean 2loquQo
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Jna:n ninne missejjum
I will miss you badly

emOM AN ald] 2oy

namn Uiffa:fi?fffa;

I thought...

o) GBI afOINEAIOLI BRYHEMANI
ente mo:n enneppo:le a:nenna:
My son was like me.

@nRel

o

alla

But he is not

@RI @RAINZ AWIHW GaldLIWwI
avan avante da:dije po:leja:
He is like his dad.

M1 @GBS QIO

ni: anyo:tf varnga
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It’s better that you don’t become a part of my family.

)93 afgIEd aIMI M1 BMalds HalaHA]Gs0

ente vi:ffil vanna: ni: orupa:t vesamikkum

If you do, you will never be happy.

M7 QIEez.

ni: varnta

Don’t get married to Aby.

(1:30:25- 1:33:40)

Sherley does not use the term “marriage” in the conversation at all. She considers Nikita
more as her reflection, rather than as a future daughter-in-law. Whenever, she talks about Nikita
not becoming part of their family, she uses “aiesnz”, which means ‘do not come’. Her expression
is to imply Nikita as someone she has been longing for long to come. However, the subtitles use
the word “marriage”. Sherley is careful not to mention the institution as she understands its
intricacies and power dynamics. She regrets that her son did not become empathetic and
understanding like her, and became misogynistic and chauvinistic like his father. She
understands within a normative family, Nikita will not be happy and content. Her careful
avoiding of the word marriage is to invisibilise the institution. However, the translation fails to

capture her politics.

Character Dialogues and Subtitles
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Nikki

af)E10o @BBT BSOS ) 10O
ella:m ti:rttu kajinnitt ent paraja:n?
What’s there to be discussed?

af)D3 HOLIaQo HBE)

ente laifum ka[pnu

You have spoilt my life

Neena

aBa0’ 8@ HEIJIIMICINI Mee] Ooelan?

e:h oru kalja:na;no: nikki: laif?

@ alQm” M1HAM ERG:HAVATT’ 21QIM algocOmomE” @nee]
a: pajjanu ninne a:ksapt tfejjan pata:tto:ny alle:
Does marriage define your life?

That guy couldn’t accept you for who you are

Nikki

Oalem1a3on GJOCEIUY] BRYHEMEIGRI HHI0 4] D aHIG1EBo @D HAMVaTD” ©a1Q0M

pennntamma pre:maro:gi a:nenkile: koratftf kasta:rikkum a:ksapt tfejja:n

It is difficult for him to accept that you are in love

Neena

BaJOGOIWIGWI
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pre:maro:gijo:

Love?

af)@” afla | GRYESO @I

ent tAﬁ:ppa:‘[o: ta:n

How can you be so cheap?

omless , M8 D@OMalg] a1
tanikke: itneppati entarija:m

What do you know about me?

MEBOM HL1106M H271RIWED @RYEGEMIM” EMISHIZE] HeLlar” 210@S6Mmadem

BIOIBHLEOEEHIEO
innane kalja:na matirijal a:no:nn no:kki:ttalla laif patnarine terapnetukke:ngat
You can’t choose your partner based on a set of parameters

9921a5100 8T (@Jolueassle)o £000MAY af)a0eMANAEHBOANESNTD BIHMHAD MEBEBOM

mx’ om%%

laifil oru pra:vafjamenkilum roma:ns enta:nennarinnenkil ta:nenne inyane

d3dds tfejju:la

(1:46:40- 1:47:55)
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As Aby calls off their marriage when Nikita shares the possibility of her mother getting
married again, Nikita grows discontent towards her mother. When Neena attempts to know what
is going on in Nikita's mind, she labels her mother as sick for having a romantic relationship
lately in life. She calls Neena “eeocoon” which implies she is nymphomaniac. The term is not
subtitled. It is translated as “It is difficult for him to accept that you are in love”. “caincoc” is
given the subtitle “love” which extremely contradicts what the phase is meant in the context.
Neena says Nikita would not have judged her if she had known the feeling romance gives. The

dialogue is not subtitled at all.

Character Dialogues and Subtitles

Akashavani
QUL ONIMNBIHNHINV0 6)a 16168130V NI 6 HB6) 6'3(?)00% @OSOGTTQOOJ(TT)@V

vajakkonfa:kka:num penanpa:numokke ora:| ku:tonfa:vunnat
When you love someone, you may have disagreements
af)algo MEITIMI GRS

eppajum nallatina: mo:|e:

It’s always a great feeling to have someone in life.

af)®3 Aol 2@12]a |99 af)MHH® dMMILI0JIN®’

Ente bhartta:v maritftfappaja: enikkat manassila:vunnat

I understood that when my husband passed away
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HOIGBo AMOMo GARILIBS NIMWo afIDINEMANGTIWIEAID CAIUDHE)

ivarum pa:num tammilu||a band®am enta:nn arijo: mo:|kk

Do you know how I am related to these boys?

Nikki

Qlelyon GRee)?

valljamma alle”

Aunty?

Akashavani

o ooy’

Nikki

@R ?

ammamma?

Grandmother?

Akashvani

@R

ajje:
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No.

DD Qlely §2I806M3 GRANINAWIGEMI aHIM?

i: vallja a'ekkante ammammaja:no: pa:n?

How can I be their grandmother?

608 ©.2IQa|GE). ..

na:n tferuppalle:

[ am very young.

DOITBOS 0f)EBEIN0 MO0 BB ANSTVERY (ol ERGBD.
ivarute ele:mme:m pa:num oru va:tsa:p gru:ppil a:runnu

I was in the same WhatsApp group with their aunt.

Nikki
a0
e:h
What?
Akashavani
@Yas’

a:h
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Yeah

WO HINOAF AUOSTV @Yo | Yol

jo:ga kla:sinte va:tsa:p gru:pp

It was a WhatsApp group of yoga class.

Nikki
@as’
a:h
Okay
Akashavani

@RI BRAIS” Ga103lHBQIMA

atil ava| ffo:glikkuua:fu,r_'l,r_'lu

One day, she was saying in the group...

MBSV 6)2lHHOM @ocnﬂenggoﬂ% GAUME] GEOIW aloQaTomE”

ilaja tAfekkage madra:silajakka:n ve:nti fro:d parajunnung
Fraud needs to take his younger brother along to Madras
@RAIOM CNIBHID a191© 80glom &1gealoam”

avne nokka:n patija ora:|ine kiffuvo:nn
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He needed someone to take care of Karthik.

DGOMY” af)aM” BHFEAJ0 6NN @I6EE’ OB00]

madra:s enn ke:ttappo: na:n ann kotti

I like Madras. So, I took the offer.

af) M9 1alSa88 quoelo

enikkistamul||a st"ala:

I like this place a lot.

aMIMD MO 6B GaldaT

na:n ne:re inn po:nnu

That’s how I reached here.

Nikki

@ROMIH @RO1WILIN@ D

atenikk arijilla:cnnu

I didn’t know that.

MEBBOB &H6N30 36O Arlglelnom a@m’}cﬁmmmﬂga G®IOMI

ninnale kanga: ore: vi:ttilette a:|kka:ra:jiffa: tonna:
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I thought you belonged to the same family.

Akashavani
6mMI(B DEROS BRYBLOVS dHIMINED HOWITIGOU EARHUMIDCT HAI

na:n itugnale a:dja:;jitt kamnunnate: rejilve: stesanil Uafff]“a:

I met them for the first time at the railway station

ale)dh! 6303 @)O@@(SOGTBU GDIns3

pakse: oru ka:rjong mo:|e

But you know something?

2 MOEHHF MVIMDo ASHOBEHNIBo CalABBS]BHABHNIBo WMaifo MDEBBEBIS” VNFIEGMISAO
enikkente svantam makkalekka:{um pe:rakkuttikalum istam itugnalo:t

I like them more than my own family right now.

921LICA I )O3 @AINIMOAIHE a0dq (] BRHWIS’ &HSWYEMRINIM® HDEEBRE” MA@ 2IWIQo.
ﬂ“elappo: ente avasa:nam vare ku:tejunfa:vunnat itunnal ma:trama:jicikkum
Most probably, I’ll be happy with these boys until my last breath.

GRINS. ..

Dear...

210 1®Oom19H03 MSHS” HAl2jIneMEs1ejo B® o @IV GRS H01 AUGBAN®”
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(Tgizui;ajgginte itakk vetftfa:nenkilum oru putija a:| ke:ri varunnat
Sometimes certain people enter our lives unexpectedly

9aleIGqa]d MEeIBIMIWIE]Hs30

Efelappo: nallatina:jirikkum

It may be a good thing

Meng" aMHANIMD H@IOMVNHIFTNDI 2I@o A

namma| manassonnu torannu kotutta: ma:tram mati

We just need to keep an open mind.

(2:02: 01- 2:03:34)

Nikita’s attempts to adopt the normative family structure is challenged and positively
dismantled in this scene. Akashavani reveals that she is not related to the boys, Bibeesh and
Karthik, though blood. The presentation of Akashavani in the narrative is such that she is
expected to be their grandmother. The revelation of how she is connected to the boys is more
surprising. She is friends with their aunt through a WhatsApp group. Social media relationships
are viewed as hollow, cringe or fraudulent in every mainstream discourse, especially for women.
The news articles of women getting deceived and trapped by the bonds they find through social
media networks are everywhere, which eventually started labelling women who bond through

social media platforms as immodest. Akashavani breaks such notions. She asserts that she found
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her best relations through those WhatsApp interactions. She tells Nikita to be open about

relationships and not to be bound by normative expectations.

5.2.10. The Great Indian Kitchen (2021)

The film The Great Indian Kitchen (TGIK) garnered significant praise for its critical
examination of traditional gender roles and expectations. Set in a conventional Hindu Nair
household, this cinematic work follows the experiences of a newlywed woman. It depicts her
transition from the seemingly liberal environment of her NRI parents' home to the constraints of

a conservative marital setting.

The film depicts how the newlywed woman navigates the unending demands of the
patriarchal and religious institutions. It traces her evolution into an agencied subject who not
only contests the power structures but also evolve out of them as a liberated and empowered

woman.

The initial scenes show her as silenced and suppressed from expressing her desires and opinions.
When she shows interest to apply for the post of a dance teacher, the father-in-law objects saying
it is not a suitable vocation. He concludes the statement of objection with the remark “@.seiso0
apauenoles’™ ! to emphasise her place in the family. However, with the covert support of her
mother-in-law, she applies for the job. When the interview letter arrives, the father-in-law

confronts her:

Character Dialogues and Subtitles

2 katalakkari assala:jikk
Your chickpeas curry tastes really good
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Father-in-law

HOMANI CRIOS

itenta: mo:|e:

What’s this, dear?

The wife

maddaly oeigod

intarvju: letara:

It’s the interview letter

Father-in-law

@Yad MAABAN” @ 10OEM BRHL] GRIOHS GAIENRIAN”

a:h nammalann paranne alle: mole: ve:nfa:nn
Haven’t we decided not to apply?

MAOSOHOD @RAD agf)o af) AUNO al0]la|®9

1vitette amma M A vare pa‘[hirtﬁfa;a:

Your mother-in-law is a MA holder.

6308" GRILMN B BaldeModN’ alO6or)

0:] dzo:likk po:nann parann

She wanted to work.
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@A AMIOMOR BRI A IOMD® GHS

ann pa:nente aﬂ"ﬁhan parannat ke:tt

But I listened to what my father said
@REMINENBANO. .. OSOHOBEI0 ME] HMEGLITD @R

ato:nfenta:... makkalella:m nalla nele:1 a:ji

Due to that all my children are settled in good positions.
aNg19en® OalaR1ss®” aflS1omINH U1 L0

vi:ffiloru pennillat vi:tinoraigvarja:

It's auspicious to have women in home.

da;gcﬂs)@mj(ogo 2@120@o a1 M@IENMSEHI AULJMEE] M1EROHBINH 6.a1Qlan®”

kalaktarma:rum mantrima:rum tfejj innatine:kka: valutalle: ningalokke

tfejjinnat

Your efforts are much greater than what Collectors and Ministers do.
GQIBGIAGMIS  GaldB]HH...EROY OO al0Wo

mo:[mme:go:tffo:Qikk. .. amma itenne parajum

Consult your mother. She will also not differ.

aLOEElY GSI TVIRAIY
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sa:ralja tto: sa:ralja

It’s alright, okay

(1:03:22- 1:05:14)

The wife’s reactions to the indoctrination of dominant patriarchal discourse are the
discontent on her face. Not only in these scene, but also at every instance of being compelled to
perform a gendered role defined by normative institutions her face tightens with displeasure,
revulsion and repulsion. Her expression of abhorrence, which gradually solidifies on her face, is
her act of contesting the dominant ideologies throughout the film, till the climax sequences.

However, at none of these moments her reactions are subtitled.

Character Dialogues and Subtitles

The Husband

oLIg" BIGaNWDIELID

lait o:fejta:lo:

Can we switch off the light?

The wife

aBS0 AMIOMOIB 000 alOETNO an1@d BRHEAUD

etta: pa:noru ka:rjam paranna: fi:l a:vo:

Will you feel bad if I say something?
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The Husband

Yol

ente:]

What’s it?

The wife

a0 mong” Dalgoel

etfa: nammalu ffej ju:le:
@O0 af)M1Be” MEJ Hallmlene”
appo enikk nalla pejininf

It really hurts when we do it...

930 3) GanIBBRIW)o 265 WOMEBND ag)MIB6)..

koratftfu fo:rple:;jum ku:te infenkil enikk. ..

If there is some foreplay, I will be...

The husband

@O0 MVOMHB01 ] af)eloclwoce]
appo: i:gekkurifftf ella:rija:lle:

So, you know everything about it
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The wife
af)am

ent?

What?

The husband
@mo@@%! "

fo:rple:!!!

Foreplay!!!

) ME9 Y0 EDIMENE GO IDB6)

enikkjum to:nnannte: fo:rple:jkk

I should feel something towards you, for foreplay...

(1:07:14- 1:08:10)

The wife attempts to explain physical discomfort and pain she experiences during the
monotonous penetrative sex. The act of sex is depicted as completely one sided, without any
active involvement of the woman. The scene is shot from top, showing only her body moving to
and forth during the penetration. Her face is tightened in pain and in the haunting smell of the
kitchen waste. She requests for some foreplay. In the entire conversation there is no mention of
the word ‘sex’, however ‘foreplay’ is mentioned as it is. She leaves the dialogue in complete

when saying “if there’s some foreplay, I will be...”. If she intends to talk about pain or pleasure
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is not concretised in the dialogue. Nor does the subtitling attempt to cover these incompletions.
The subtitle also does not contain the word ‘sex’ or any word which has indication of sexual
activity. The silence in the subtitles contests the politics of the text which foregrounds women’s

experiences.

Character Dialogues and Subtitles

The aunt
afad’ MODINI®?

DDHSEANLL BHHWIBEMI H1SARMD®?
e:h itentat? ketakke:lu okkeja:no: kitakkunnat?
What’s this? You sleep on bed?

GHSBHNALINMO HHSHNIND a10S18J0aM” &E540S° MDAIOHO @Yo A IO @mﬂg"lca%‘?

ketakke:lonnum ketakka:n pa:tilla:nn kuttjo:t ituvare a:rum parann

tannittille:?

Hasn’t anyone told you not to sleep on bed?

0o EIEHID mg(g(mel‘“mocs@ DNHSHNINQY

mukkija:lakka:n patunne:lu ma:tre: ketakka:vu:

You should only sleep on something that can be washed.

#5106 IMRAMSIOd AIBeldo 90l10QES
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kuttikk band"uvi:ttil vallo:m pojkku:te:

Can’t you move to a relative’s place?

@GLIOY @R S8 088 90 0LBOS CROUDHE)

alle:1 a: kalappurakk pokku:te mo:|kk

Or to the outhouse?

The wife
af)MEs” Gals1wI
enikk pe:tija:
I’m scared...
The aunt

af) Y’ Galsl! OO LY @3] QIGLI00 @RYEEMI

ent pe:ti! itenta: kotftfu kutti vallo:m a:no:
What’s there to be scared of? Are you a child?
@REEERIS MIOTH”

anpo:ff ma:rikk

Move aside.

MG |0 D HENIWINI 62190
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ini:ppo: i: beddenta: ﬁ“ejja:
What to do with this bed now?
39 0D

da: pa:ja

Here’s the spread.

a10GVET OHSMI AoV G50

pa:je:1 ketanna: mati tto:

Lay down on the floor.

(1:13:44-1:14:15)

The scene discusses the fear of the wife towards spaces that are defined by patriarchy to
confine women. The aunt mentions “a.gqjo”, an outhouse kind of structure where women are
compelled to confine themselves during their menstrual period. The wife says she is scared of
that space. The wife obviously enjoys engaging in public spaces, as hinted by the film. Whenever
she is shown in public spheres, dance school or restaurant, she is represented as more liberated
and agencied. The bedroom, kitchen and the small room where she has to hide herself during
menstrual period are the spaces that cause fear in her. This fear is about the oppressive power of
patriarchy. The only verbal response of the wife in this scene is this dialogue that she is afraid.
However, the film doesn’t translate her anxiety and displeasure when the aunt details how

patriarchy prescribes women to behave during their menstrual cycle is not subtitled at all.



Pradeep 250

Character Dialogues and Subtitles

The aunt
Al0WSHN0 MIPWSOD TVIWMEBROBINEH BYARSSB MBSO T ABHOWSHNEMo

pa:jatakkam ji:jetutta sa:d"anannalokke oqukkul|a velattil mukkijetukkanam
Wash everything you’ve used, including the spread, in running water
@ BMIY DEMTHWIOHH 20ss @IS &OS DSIO® Bogllsemo

ticumpja tunijokke matu|]a tunijute ku:te ita:te ma;tijitanam

Put your washed clothes away from those of others

0alWIU] 2] aldGWINGEH BRANOSo MAGSo HEHIMNEISIND GO 2|8WEMo
upajo:gifﬁ]“a pa:dokke avite:m 1vite:m konfita:te ka;"gifﬁfa[aj anam
Burn the sanitary pads, don’t leave them lying around

901Qe® M EGHInlo GO HOIPEE

verute sarppa ko:pam varutti vejkkanta

Don’t evoke the wrath of the Snake God

oY H160° M1 DalcWIU] ] MVIWMEBBHVINHH A 6N 2aO0CHIGLI MILPAO HAISBOHIEGLID

H g1 YU AUIBOmEmo

e:1 kajyinn ni: upajo: gitftfa sa:danannalokke punja:hattilo: na:lpa:mara

ve]attilo: kaquki fuddfi varuttanam
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After seven days, purify everything you used with holy water
mu’zbn.ogoeﬂ(b)aﬁ af)MeNIaflGS HOBAUCHINA NIV QUBO ] HQISHMS
galfuka:ra:n e,r_ll,r_lluuefl“tAﬁt‘[e: daivako:pamonnum varutti vekkanta

Don’t think Gulf returnees are exempted from God’s wrath.

(1:16:35-1:16:50)

The above sequence elaborates on the menstrual rituals prescribed for the young woman
by the aunt. It is entirely a one-sided dialogue where the aunt charts out the rituals to perform
and the wife listens. Though the narrative of the film critiques the notions of impurity associated
with menstruation, the subtitles does not talk about any kinds of resistance to the dissemination
of normative practices around menstruation. The prescriptions of the aunt about how to purify
after the seven days of menstrual bleeding is extensively subtitled. However, the expressions and

reactions of the wife are not translated into subtitles.

Character Dialogues and Subtitles

The husband

Q' @Y CanMUMB1El DaHWOD QD @P6ER° AWlelly’ aryeslans
jj a: fe:sbukkilu sejar f]“ejjgajg any dili:t a:kkikkala

Delete the video you shared on Facebook
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The wife

af)M1BO®” HNE1WIV] B®IMNIFIEN” NIV G’ PaUW DS 2IQYED
enikkat [erija;ji to:nnitta:n na:n at sejar ?fej;e:

I shared it because I felt it’s right.

M@ Wleflg"ealgel

na:nat dili:t tfejju:la

I won’t delete it.

The husband

AWl amIMI aleonM... Ml Wleflg” @ys”

di: pa:na: pare:nne:... ni:jat dili:t a:kk

I am asking you to delete it.

The wife

@@ aIM OV §2IQYC®ING MEBOHSHANI MoRANEHIND GaloGsM
at pa:n sejar aej;t'o:n[u inpakkenta: sambfavikka:n po:ne:

What’s it to you if I have shared it?

The husband

A0 BRHEODOG EH010I0MENEEEID

na:n akatto:t ke:ri vanna:nfallo:



https://en.wikipedia.org/wiki/Voiced_retroflex_nasal
https://en.wikipedia.org/wiki/Voiced_retroflex_nasal
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If I come in, I’'ll...

The wife

0EBs1060S G30°

ignalivite ke:ru...

DR QIOS ce:00m 219G
igpalkkivite ke:ra:n patuvo:
You, coming in here?

As if you can...

a)OAN HH6eMID 019610

enne ka:na:n patuvo:

af)edam O®959M nJ%(BO_IO

enne tota:n patuvo:

6336 DA 630100 ODJ@O(T% oJ%EI
ignalkkenne onnum ffejja:n patu:la

You can’t do anything to me.

(1:25:22- 1:25:53)
The husband orders the wife to delete the video she has shared. The video advocates

young women’s entry into the Sabarimala temple. The Karayogam, headed by her father-in-law
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come home and share their discontent in sharing opinions that go against their religious and
sociopolitical views. Compelled by the community group and his father, the husband tries to
coerce her into conforming to their views. She states her conviction in sharing the views, much
to the frustration of the husband. He threatens her with potential physical violence he can
perpetrate on her. Ironically, the husband is appealing for religious amendments for his wife
accidently touching him from the Gurus. She asks him in complete contempt “msmdosilalles
EGH00M aIQEON, aOMD @IEMIMD aIgEAN, 0O O@ISAW algean...” She implies at the invisibility of her
existence in that household and to the hollowness of rituals her husband follows blindly.
However, the dialogues are subtitled into just one sentence, “you can’t do anything to me”. Her
retort contains many layers of meaning. It signifies how her presence, labour and desires have
been unseen by her husband. Her constant pleas to repair the leaked pipe, her pain during the
penetrative sex without any foreplay, her fear of being confined during menstrual period, her
wish to work as a dance teacher etc. fell into deaf ears. Her discontentment, disappointments and
revulsion were not seen by the men of the house. Her attempt to rescue him from the bike
accident is treated as sacrilege because she touched him. However, when it comes to the honour
of the community, the husband is ready to compromise his celibacy by coercing her physically.
‘You can’t do anything to me” does not imply her invincibility. It contests the invisibilising of
her subjectivity and existence. The subtitles do not convey this political nuancing in the

dialogues.

Character Dialogues and Subtitles

The mother
M@ MO 500 ONIMIEEMI GRANSIN” MOER1E JOIM®” M)
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itra nissa:ra ka:rjattina:no: avitann irangippo:nnat ijj?
You walked out of there for such a silly thing?

I, eIV e’ aNso

vanne: pa:n konf vita:

Come, I’ll take you back.

200 al0aom” @Ry AlSIT8 BH01EHHEMo

ma:pp parann a: vi:ttil ke:rikko:nam

Apologise and go back to that house.

The wife
M af)EsBIZe GaldaMle)
na:m egno:ttum po:nnilla
I am not going anywhere
The mother
allomm Dy a)a” afla10@] 2 10160407
pinne ijj ent Uiﬁaif&ﬁﬁfikkjal?
Then what do you intend to do?
The brother

@RYan’ Galafl af)@ald ag)Om1?



https://en.wikipedia.org/wiki/Voiced_retroflex_nasal
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ach ﬁ"e:{ftAﬁ eppo: etti?

Sis, when have you come?

@R00) OMIBH OBHI02] HAUBBO HBHIENZ
amma: inikk kora:t]{c]“ ve|lam konta:

Mom, give me some water

The mother
(tO the younger B ROV HAOSBFOM HHIFHS BN’
sister)
oru gla:s velletutt kotukk o:nu
Bring him some water.
The wife

MO1OH9HST @ROles

irikketi: avite

Sit down there!

MNESHANISI BYHH HAUNSBFOD @:515J07 20000
ninakkenta:ta: otakk ve||etutt kutiffffa:? ha:h?

Why can’t you get the water by yourself?

(1:31:55-1:32:36)
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The wife reaches her parents’ home. Her mother is extremely displeased at her for
leaving her in-law’s house. The mother demands her to apologise to the in-law’s family and get
back to her husband’s house. She categorically refuses to go back. Meanwhile her younger
brother enters, completely unbothered about the situation of his sister. He asks his mother to give
a glass of water, which the mother redirects to the youngest sister. The wife screams at both her
siblings; at her sister for not to serve him, and at her brother for not helping himself. The
character of the wife gains her voice towards the end of the film where she raises her voice
against the threat of her husband that he might coerce her physically. She, in the next sequences,
throws the murky water from the leaked kitchen sink on her husband and father-in-law for
attempting to use violence on her. Her parents and siblings are unaware of her reclaiming her
agency and voice. This scene is pivotal where she exercises the power of her voice. She makes
them listen. The question she asks her brother is one she throws at men in general. However, the
generic implication of the question of why women are treated as mere caregivers is not reflected
in the subtitles. It sounds like an individual exchange to her brother, much similar to her response

to her sister.

5.3. Discussion and Conclusion

The introduction of subtitling in the film industry, as an AVT strategy, is a crucial
development. Subtitling is the cheapest AVT method after digitalisation of cinema. Malayalam
industry is the first to explore incorporation of complete English subtitles with the theatre release
of films. However, the detailed analysis of the select AV texts signifies that subtitling has not
grown in such a way that it can express the nuances and political signifiers within the film texts.

The timeframe of the select texts mark the revolutionary transformation of Malayalam cinema
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with respect to the representation of gendered and embodied spaces. The industry became critical
in their approach to gender representations during this period. The aim of this chapter is to study
how subtitles influence the reading of the selected AV texts, whose representations of

embodiment of gendered spaces are established as feminist discourse in the previous chapter.

Though Bangalore Days and Rani Padmini, and to some extent Godha are able to
translate the conversations and their layered meanings effectively, we could identify that the
practice is not consistent and conscious. When it comes to Uyare, which specifically talks about
gendered violence, subtitles do not specify the gender in most critical sequences. The only film
which could relatively do justice to the representations on screen is Kumbalangi Nights. It
attempts to capture the audioscape of the film in subtitles, particularly at critical moments.
However, Kumbalangi Nights, and all the selected AV texts, invariably fail to translate meanings
and references associated with female body and sexuality in a specific manner into subtitles. The
reference to the mutilation of female genitalia is translated with an entirely different sentence in
Kumbalangi Nights. When Bobby’s potential toxicity comes out in the theatre at Baby’s
resistance to his attempt to kiss her without consent, the film they are watching is Kabir Singh.
When Bobby walks out of the theatre the climax of Kabir Singh is shown in the film screen in
the background. However, this information is not given in the subtitles thereby eroding the

politics of the text.

The Great Indian Kitchen foregrounds the themes of menstruation, sex, and female
labour at home and how they are exploited by the dominant institutions to subordinate women.
However, the subtitles of the film do not use the word ‘sex” and “menstruation”. The words

“period” and “foreplay” as they are rendered in the original dialogues. There is no conscious
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intervention in the subtitles to use words and phrases that are associated with the female body

and sexuality in the film, although the narrative of the film is centred around these themes.

Similarly, in Varane Avashyamund, dialogues are wrongly translated, thereby entirely
changing the meaning of the context. The translation mistakes a reference to nymphomania as
love. Nymphomania has been used as a label against women who exercise sexual autonomy.
Neena, the lead character, is a woman who has had several romantic relationships at various
stages of her life. She is a divorcee and seeks a partnership. Her daughter, bound by normative
conceptions of family and marriage, finds it indigestible. She calls her mother sickened with lust,
which is carelessly translated as “love”. The subtitles contradict the entire politics of the text. In
The Great Indian Kitchen, there are no feminist interventions that could be traced to mention
words and phrases that talk about the female body unless they are spoken in English in the
original dialogues. The film extensively talks about how women are discriminated against during
their menstrual phase. Though the film captures the menstrual rituals with all detailing, it does
not use the word menstruation anywhere. Similarly, the word ‘sex’ is not used when the wife
talks about the pain of penetrative sex without any foreplay. The word foreplay is mentioned as
the dialogue also contains the same. However, it does not use the word sex to refer to the act at

all.

There are no consistent and conscious interventions, particularly feminist interventions,
in the subtitling of any of these films. The meanings or contexts are rightfully captured in certain
scenes. They are translated effectively only because of the insistence to ensure fidelity to the

original dialogue, not to the politics and critical nuancing.
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The silences and misrepresentation of exchanges in subtitles disrupt the dissemination of
political meanings embedded within these AV texts. Political meanings are woven deeply into
the semiotic and acoustic components of the AV texts, particularly of film texts. Without accurate
and thoughtful subtitling, these meanings can be lost, especially when the representations on
screen are attempting to combat the dominant cinematic aesthetics and normative gender
portrayals. The selected films offer, in their depiction of the embodiment of gendered spaces, a
feminist critique of the dominant representations of gendered and embodied spaces in popular
Malayalam cinema. However, the strategies of subtitling currently available for Malayalam
cinema fall short of capturing the reworked meanings associated with gender, space, embodiment

and their interaction with power arrangements within the narratives.
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Chapter 6

Conclusion

This study titled ‘Translatability of Subtitles: An Analysis of Embodiment of Gendered
Spaces in Select Malayalam Films (2014- 2021), in brief, is an attempt to critically and
situationally read the representation of embodiment of gendered spaces in the post-2014
Malayalam cinema with a specific focus on ten films released during this span. The endeavour is
to analyse the expressive potential of subtitles to convey the representations, as Malayalam
cinema has been experiencing a transformation in its approach to gender, embodiment and

spaces.

The study has shown how a critical and situational reading of the select AV texts
challenges normative notions associated with femininity. These films contest dominant
perceptions that women who express their desires- sexual and otherwise- and articulate their
discontentment and displeasure are unvirtuous. For decades, popular Malayalam cinema has
established that such vocal women should be doomed. Many popular and blockbuster films
portray women who exercise their agency and try to satisfy their desires as severely punished.
Women who traverse the boundaries set by patriarchy and other normative and dominant

institutions either meet terrible deaths or face ruinous futures.

Although there were sporadic attempts to capture women’s perspectives and frame
narratives from their viewpoints, it is only since the 2010s that Malayalam popular cinema began
consistently reworking patriarchal stereotypes and dominant ideologies within the film

narratives. This transformation in the representation of gender, embodiment, and spaces
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coincided with the introduction of subtitling in 2014. Bangalore Days (2014), the first Indian
film to be released in theatres with complete subtitles, marked a turning point in Malayalam
cinema for its portrayal of gender and its acceptance across southern Indian states. As the
practice of subtitling as an AVT strategy emerged during a phase of evolving representational
conventions concerning gendered and embodied spaces in Malayalam cinema, it became
imperative to understand how subtitling influences the reading of these films. The study sets out
a detailed analysis of the subtitles that correspond to the sequences in the select AV texts where

they contest and subvert patriarchal stereotypes and dominant ideologies.

6.1. Summary of Observations and Argument

6.1.1. Reading of the Select AV Texts as Translation

The study shows how an informed and situational reading of these texts offers a
subversion of dominant representations of women and women’s experiences. Reading is not a
universal experience. The reader is socially conditioned, and our social location shapes our
reading experience. Reading, as an act, is influenced by power, ideology and cultural contexts.
The emergence of post-structural theories shifted the notion of a ‘textual reader’ to a
‘contextually situated reader’. Identity studies that emerged during the 1980s emphasise that

different social groups produce different readings.

Feminist theories of reading find how androcentric texts co-opt women to identify
themselves through the process of immasculation. According to them, a ‘textually implied reader
is a male’. Female readers are compelled to align with patriarchal perspectives and subscribe to
dominant ideologies by undermining their subjectivities and experiences with these texts. They

call for readers to be ‘resisting readers’ and ‘renegade readers’, engaging critically with texts,
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often reading against the grain and producing alternative meanings from within the texts. These
negotiations between the reader and the text are crucial, especially in the case of AV texts. It

enables readers to resist being assimilated into dominant narratives.

Resistant or renegade reading employs strategies such as Mulvey’s ‘passionate
detachment’ (18) and Karin Littau’s ‘distantiation’ (131). These strategies alert women readers to
the concerns of a feminist reader. The critical and reflective distance from the text makes the act
of reading a political process by disallowing identification and erasing the possibilities of

immasculation.

The feminist translator is defined by Barabara Godard as an active reader and a
co-producer of meaning. Hence, a feminist reader who actively resists androcentric meanings
and produces feminist interpretations of the texts is a translator. When they produce
interpretations and rework meanings, feminist translators subvert the ‘monologism of the
dominant discourse’ (Godard 44). The dominant discourse has, for a long, erased women’s
presence and muted their voices. The feminist negotiations of the texts will, thus, allow women’s
visibility to be enhanced and their voices to be heard. According to Godard, the prime endeavour

of feminist translation is to give voice to female subjects (46).

When the erasure and silencing of women are discussed, it necessitates inquiries into the
power dynamics embedded within the texts. Translation, as critical reading, explores how power
works in the representations. In contesting these power distributions, translation becomes a
political process. Feminist reading as translation, therefore, challenges the working of patriarchal

and normative discourses in the representations.
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The representation of embodiment of gendered spaces in the select AV texts challenges
the dominant representations and patriarchal stereotypes in a variety of ways. These texts show
how the transgressing of traditionally defined spheres empowers and liberates their subjectivities.
They are fearless in expressing their desires, sexual and otherwise. Their displeasure in being
compelled to subscribe to the demands of patriarchy and other dominant institutions is validated
within the AV texts. Their demand for spatial equality, pleasure, and role in decision-making is
legitimised. They are not ill-fated or ruined for exercising their will and agency. These
representations resonate with Tymozcko’s concept of translation as metonymy, where its
metonymic characters offer the possibility to correct and retell the depictions of marginalised

subjectivities (47).

The study establishes that the select AV texts offer a rewriting of prevailing
representations of women, emphasise the transgression of private spaces to public realms and
retell the experiences of women from their perspectives. The study shows how these films offer a
reworking of meanings associated with gender, gendered spaces and embodied spaces and how
prevailing representational patterns of the same are subverted. In doing so, the contextual and

situational reading of these AV texts becomes a form of feminist translation in itself.

6.1.2. Translatability of Subtitles

The study observes that despite Malayalam cinema being the first film industry in India
to incorporate complete subtitles with films’ theatre releases, the evolution of subtitling practices
is relatively slow in Malayalam. The introduction of complete English subtitles with theatre
release was in 2014. The select film texts released from 2014 to 2018 do not approach subtitling

as a political process. They attempt to translate only verbal exchanges. Subtitles of the film
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Kumbalangi Nights (2019) offer translation of certain acoustic expressions. However, they do not

delve deep into the political nuances within the film’s narrative.

The absence of subtitles, or the mistranslation of representations into subtitles, dilutes and
often disrupts the political contexts of the select AV texts. Reworked meanings, reinterpretations

and retelling are not effectively expressed through subtitles in the select AV texts.

6.2. Limitations of the Study

Translation operates at two levels in this study; one is intersemiotic translation, which
examines the representation of an embodiment of gendered spaces in the select AV texts, and the
second is interlingual translation, which studies the expression of these representations through
subtitles. A major challenge in materialising this study was the scarcity of descriptive studies that
foreground subtitling. As identified by Luise von Flotow and Josephy-Hermandez, the question
of ‘what is translated’ in the intersection of AVT and Gender Studies emerged only in the late
20" and early 21* centuries (300). Therefore, exploring literature that descriptively studies
gender questions in subtitling was challenging. Locating research and studies that examine the
semiotic aspects of subtitling is still practically non-existent. Two researches have come from
Indian universities on subtitling in Malayalam cinema. Though one of them touches upon the
cultural aspects, it does not extend its scope to the semiotic components of the AV texts and their

translatability through subtitles.

6.3. Future Perspectives

Despite Malayalam cinema marking itself as the first industry to release films with

complete subtitles in theatre, the evolution of subtitling practices has been slow when compared
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to industries such as Bollywood. Subtitling is not yet viewed as a political process in the
industry, even when the industry employs professionals to translate the post-production script
into subtitles. The major reason for this inevitability of incorporating subtitles is the proliferation
of OTT platforms, and the OTT rights the films get. The recent controversy* over the subtitle
script of the film Thallumala (2022) highlights the seriousness with which the industry has
started approaching the translation. The translators accused Netflix of watering down and
butchering their subtitle script. The film employs Malabar Mappila Malayalam as a prominent
dialect in the narrative. However, the translation of semiotic and acoustic components of the

films has not gained much focus in the subtitling practice prevailing in the industry.

Malayalam cinema is increasingly producing films that centralise marginalised identities
and subjectivities. These representations are most often subtle and entirely visual. The
expressions of these depictions through subtitles become unavoidable in such cases. Feminist
interventions in subtitling practices are yet to come in popular cinema. The study does not aim to
propose solutions to the prevailing challenges. The study endeavours to offer a critique of the

current translational practices prevalent in Malayalam cinema.

> The subtitlers of the film, Anju and Shyam Narayanan T K published a note in their respective instagram accounts
accusing Netflix of butchering their subtitle script
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Translation and Embodiment of Gendered
Spaces: Reading The Great Indian Kitchen
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Abstract

This paper, titled ‘Translation and Embodiment of Gendered
Spaces: Reading The Great Indian Kitchen’, investigates the
translatability of gendered embodied spaces in Malayalam
films in general, and in The Great Indian Kitchen (2021), in
particular. Critical reading of the embodiment of gendered
spaces, as represented in this film, results in a site where
knowledge and pleasure, produced and defined by the
dominant cinematic aesthetics, get subverted. The subversion
offers a feminist critique of the representations of women and
women’s experiences produced by popular Malayalam
cinema. This subversion is visible in Malayalam cinema,
which has been attempting to revise these popular gendered
representations since the 2010s (Pillai, 2013, p. 26). This
paper argues that these attempts become a form of feminist
translation. This paper further argues that such an informed
reading would enable an uninitiated reader to reinterpret the
experiences of women subjects and their interactions with
normative discourse/s.

Keywords: Audiovisual Translation, Knowledge, Embodiment, Gender,
Space, Malayalam Films.

Translation and Embodiment of Gendered Spaces:
Reading The Great Indian Kitchen (2021)

Introduction

The film The Great Indian Kitchen (TGIK) received great acclaim
for its critique of the normative notions of gender roles and
performances. This audiovisual text revolves around the journey of a
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newlywed woman, taking place in a traditional Hindu Nair'

household. The film unravels her transformation, within the
cinematic narrative, from an ostensibly liberated upbringing in her
NRI parents’ home to the boundaries of an orthodox married
household. This study attempts to critically read how the
embodiment of gendered spaces, as represented in the film, becomes
a locus where the established aesthetics of popular Malayalam
cinema are subverted by challenging the hitherto patterns of
productions of knowledge and pleasure.

The paper looks at spaces as having both concrete and symbolic
dimensions. TGIK depicts domestic and outer spaces to carve
gendered meanings associated with them, of which the most
important is the kitchen. The Kkitchen produces wide-ranging
meanings as a space encompassing diverse involvements and
interactions. Moreover, the kitchen has conventionally been regarded
as a female-centric space where women’s unconditional servitude
and unpaid care work are demanded (Abarca, 2006, p. 19).

The film unravels how the wife’s reactions, expressions, and
interactions with other characters conflict with the expected display
of normative discursive behaviours. This paper argues that TGIK
offers a feminist critigue of the dominant representations of
femininity by critically reading how behaviours prescribed by
normative patriarchal discourses are combated. The feminist
discourse embodied in this audiovisual text allows a re-writing of the
popular representations of women characters and their performances
in Malayalam cinema. In doing so, this paper establishes that this
text becomes a feminist translation. The study reads how power
competes between patriarchal, normative discourse, and gender
discourse in this audiovisual text, which is represented through
embodied gendered spaces. This study argues that such power

1 “Nair is a matrilineal community that constitute a large section of landed elite in
Malabar” (G. 2002: 3-4). The matrilineal kinship and descent were ended in 1933
by the Madras Marumakkathayam Act. This resulted in the “realignments of power
along the lines of gender, generations, and changing access to property and
authority...” (G. 1996: 283) The film subtly reveals its backdrop, particularly
highlighting the North Malabar setting of the in-law's family, through the presence
of 2019 Lok Sabha election posters, featuring candidates.
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conflicts are negotiated by translation (Tymozcko, 1991, p. 285).
The power conflicts in the AV text (TGIK) privilege female
subjectivity, emphasising female agency and, thereby, bringing forth
feminist translation (Godard, 2021, p. 2).

Space, Gender and Power: Contextualising Gendered
and Embodied Spaces

Drawing from the Foucauldian perspective, John Allan points out
that power can no longer be discussed as a centralised phenomenon
but rather be understood and explored as divergent and operating
through diverse geographies (2016, pp. 19-20).2 According to Allan,
specific spatial contexts manifested through everyday practices
shape how power operates (ibid.). Feminist geographers have
proposed a more nuanced notion of power manifestations in the
diverse spaces occupied by different genders. They have been
exploring how power works through these various sites, such as
home, work, leisure, and so on, to highlight how gender identities
and subjectivities are constructed. They argue that gender identities
and experiences are shaped by the spatial contexts and power
dynamics in which individuals navigate their lives. Since
‘subjectivities are spatially embodied” (Rose, 1993, p. 546), pointing
at how power operates through the production of space and how
gendered identities are placed within these spatial configurations
becomes a critical point to discuss at some length in this paper.
Linda McDowell draws upon Butler's conceptualisation of gender as
performative (2007, p. 23) to investigate how gender performances
can be transgressive and specific to certain spatial contexts (ibid. p.
40). Further, Gregson and Rose also emphasise that not only the
actors, but the sites are also 'performative of power relations' (2000,
p. 441). McDowell says, “Places are made through power relations
which construct the rules which define boundaries. These boundaries
are both social and spatial — they define who belongs to a place and
who may be excluded, as well as the location or site of the

2 The notion of power has conventionally been associated with dominance and
control, which conjures up the ideas of hegemony and resistance. This perspective
implies that power is exercised 'over' through a top-down dynamic.
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experience” (2007, p. 4). Drawing the relationship of space and
gender into the Indian, particularly in the South Indian context,
Seemanthini Niranjana discusses how women have been muted in
conventional anthropological discourse (2001, p. 22). The attempts
to locate women's experiences, therefore, give way to the discussion
on power and knowledge and the representation of identities (2001,
pp. 22-26). Thus, the attempts of TGIK (2021) to explore the
relationships between gender, space, and power open multiple
possibilities for reading the power dynamics of gendered domestic
spaces and their mutual shared margins with other spaces.
Niranjana's notion about the household being the centre of women's
lives (2001, p. 48) maps the locus of the film, The Great Indian
Kitchen, as a household that demands its women to situate it at the
centre of their lives.

Film Analysis: Representing Gendered Spaces and
Embodied Spaces

The Kitchen as a symbol of gendered roles: TGIK discusses
how married life unfolds for a woman in a traditional arranged
marriage, culminating in estrangement and divorce. As the film’s
title suggests, much screen space is devoted to the protagonist's life
around the kitchen. The wife and all other women in the film, all
unnamed, are engrossed in the kitchen, performing various tasks.
The uprooting of the female protagonist from an apparently
modernised family of an NRI parent to a traditional and conservative
environment is indicated by the architecture of both houses. The
kitchen, in the in-laws’ house, is situated at a distance from other
common areas of the house, thereby limiting the interaction of the
women, who are preoccupied with cooking and related tasks, with
male members of the house. The culinary preferences of the men, as
detailed by the mother-in-law in the initial sequences and later by
themselves, stop the kitchen from getting modernised. The father-in-
law demands the rice to be cooked on the hearth, chutney be done in
grinding stone, and his clothes be washed manually. The husband
insists on having chapatis for dinner. The women perform even the
simple acts of giving a toothbrush and placing the men’s slippers
beneath their feet. After serving the men, the women swiftly vacate
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the veranda and other open spaces, while the men never enter the
kitchen or the backyard, markedly differentiating and demarcating
gendered spaces inside a household.

As the film progresses, the women are reduced to mere hands
which tirelessly perform a multitude of chores. This relentless
repetition is symbolised by their wedding rings and bangles. The
initial scenes of delicious meals give way to leftovers scattered on
the dining table, remnants of the men’s meals.

Women, including girl children, are not permitted to dine with the
men. Arjun Appadurai observes, “While the male children are
encouraged to continue to demand deference in culinary etiquette,
female children are increasingly socialised into the subordinate,
service role that they must learn to occupy as future daughters-in-
law “ (1981, p. 6). When men enjoy meals lavishly, women do not
even have clean and hygienic spaces to eat. Appadurai says,
“Domestic food transactions express the superiority of men largely
through their priority in being served food, the positions they
physically occupy, and the disengagement from the cooking
process” (ibid. p. 5). The wife is displeased for being compelled to
eat amidst leftovers and waste; however, the mother-in-law seems
habituated and unbothered about the dirt around. The displeasure
and discontent solidify on the wife's face, and she is haunted by the
murky smell of kitchen waste even during sexual intercourse.

As the mother-in-law leaves, carrying a mini Kitchen in her
luggage, the house becomes solely the wife’s responsibility. The
kitchen, where the woman is tied to almost entirely, becomes what
Simon de Beauvoir calls a space of “immanence” (2012, p. 98). The
domestic labour she is slammed into “locks her in repetition and
immanence; day after day it repeats itself in identical form...It
produces nothing new” (ibid. p. 98). The film shows the wife
performing the same tasks, including cooking, cleaning, and
engaging in sex, repeatedly for about forty minutes.® Beauvoir refers

3 The wife toils relentlessly, cleaning the filth and dirt of the kitchen, wiping the
dining table where men have spitted the chewed drumsticks and changing the
wastewater leaking from the broken pipe and clogged sink. When the kitchen sink is
clogged, her pleas for her husband’s help falls on deaf ears.
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to Bachelard to argue that the Sisyphean struggle of a housewife is
the one against the unconquerable dirt (ibid. p. 537). She repeatedly
requests him to bring a plumber; however, he does not find it urgent
or even necessary. The rotten smell of the murky water follows her
till night, even during sex, and she gets nauseous.

Beauvoir says, “washing, ironing, sweeping, routing out tufts of
dust in the dark places behind the wardrobe, this is holding away
death but also refusing life: for in one movement time is created and
destroyed; the housewife only grasps the negative aspect of it” (ibid.
p. 541). The decay of the rotting kitchen leftovers is repeatedly
visualised in juxtaposition with the wife gradually losing her
liveliness and love.

The Shared Space of Bedroom: Sex and Desire: The
bedroom, the only space she shares with her husband, also offers no
atmosphere for intimacy or connection. Conversations are absent,
and the exchanges are one-sided, mostly with the husband exerting
his conjugal authority over the wife. The shots of their sexual acts
are taken in top-down mode, with the wife being laid down and not
involved in the act of sex. She is incessantly distracted by the
memory of the dirt she is dealing with. Her mentioning of the pain of
penetrative sex, devoid of any foreplay, shocks the husband and is
met with humiliation and disapproval. Holland et al. observe, “to
reveal sexual knowledge and express sexual desires threatens a girl’s
reputation” (1994, p.4). She struggles to find a language that allows
her to speak about her sexual experience; as Holland et al. find, “the
dominant culture has no acceptable language for discussing sex”.
They say, “a modest feminine reputation requires a young woman to
construct a disembodied sexuality. The woman becomes a passive
body, rather than actively embodied” (ibid., p. 4).

Body as a Site: Menstruation and the Notion of Impurity:
The only time the wife is disengaged from household and sexual
labour is when she is menstruating. The concession is not out of
consideration but due to the concept of impurity during the
menstrual period. “During a woman’s menstrual period, she is
totally isolated and is especially barred from any contact with the
hearth” (Appadurai, 1981, p. 9). She is instructed not to cook or
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touch utensils and other accessories. Chitra Karunakaran Prasanna
observes:

The practice of treating women as unclean during menstruation
can be observed across India, where women face restrictions in
mobility during menstruation not just in the domestic sphere
(home and surroundings), but also in the public sphere (mainly
in places of worship). In the private sphere of domestic life, the
nature of restrictions includes denial of body contact within the
house, denial of sexual intercourse, denial of entry to the
kitchen or worship rooms in the house, segregation in terms of
separate beds or rooms or even separate habitation where
women have to stay away from the house etc.

(20086, p. 92)

The narrative takes a turn with the Sabarimala pilgrimage season
starting, and the men of the house decide to observe the rituals.
However, the wife, due to her upbringing in an NRI parents’
household, is ignorant of the rituals and practices and ends up
violating many of those to the displeasure of the men. Intensifying
their discontent, she enters her menstrual period during the
pilgrimage season. An aunt is urgently summoned to address the
domestic and religious needs of the men during her menstrual
period. This aunt embodies the traditional ideals of a woman in a
patriarchal household, dressed in traditional Kerala attire and
performing household chores as if they were acts of devotion. The
wife is asked not to step out of the small and dark room where she is
confined. She is barred from using any bedding or common vessels.
The aunt clearly instructs her not to come out or see anyone. The
wife is instructed to wash everything she has used during her
menstrual period in flowing water to cleanse their impurity.
Prasanna says: “Women also institutionalise these taboos, passing
them on to successive generations through the process of
socialisation. The violence is manifested in the silencing of a natural
aspect of femininity by inculcating guilt and shame in women,
which lasts for a lifetime” (ibid., p. 92). In an attempt to rescue her
husband from a motorbike accident, the wife happens to touch him,
which triggers his abusive response. However, he seeks ritualistic
solutions to keep his asceticism intact. While men get opportunities
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to make religious amends, women are forced to abide by the rules
and norms of yesteryears.

The bitterness within the family regarding the wife’s disregard for
customs and rituals intensifies as she shares a video advocating
women’s entry into the Sabarimala temple. This act enraged the
religious group headed by her father-in-law. The wife refuses to
delete the video, creating extreme dismay for the husband. In
contrast to the silence and submissiveness she embodies throughout
the film, the wife yells at the husband when he attempts to coerce
her to delete the video. This silence, notes Kristine De Welde,
drawing from Urban Walker, “was inextricably linked with
traditional gender roles and adherence to cultural narratives of
femininity...” (2003, p. 20). De Walde says, “The ability to summon
their voices and yell deeply and assertively... been compromised by
a doctrine of silence” (ibid., pp. 19-20). Regaining her voice enables
the wife to see how generations of women have been exploited and
denied their choices, dreams, and fundamental rights.

In the penultimate shot, we see the wife in close-up shots with
determination to leave the in-laws’ house. She has removed the
nuptial thread. Enraged with being ordered to serve tea for the
priests, she pours the wastewater from the leaked kitchen sink. When
the husband and his father storm at her to beat her, she throws the
murky water on their face. de Welde says, “self-defence as a system
of techniques and as a way of life subverts dominant gender patterns
through an internal critique of them” (ibid., p. 4). She walks out as
the men stand in shock, and the priests continue their rituals. She
passes those women who protest against the Supreme Court verdict,
allowing young women’s entry to the Sabarimala temple,
symbolising that progress is achieved only by destroying the
conventions.

In the epilogue, we see the woman achieving her dream of being a
dancer with confidence by choreographing an intense theme of
women’s resistance, opposite to her husband, who now got his
divorce and married again, following the same pattern.

Subversion of Societal Norms and Critique of Patriarchy:
The only character named in the film is Usha, the domestic help.
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Even when shown doing all the household chores like all other
women in the film, Usha is the only one making an earning out of it.
Thus, domestic labour for Usha is neither an emotional burden nor a
devotional activity, rather, it is like any other vocation. She tells the
wife she does not follow the conventions of staying isolated during
the menstrual period. Usha and her daughter are the only people who
come closer to the wife in her isolation during menstruation. Usha’s
shots are taken in the opposite direction to other women when
performing household tasks to emphasise the difference.

A Dalit woman, Usha is aware of the exploitations and
discrimination society inflicts on them. She subtly critiques the
practices, saying one has to be smart to survive. When she says she
works even during her menstrual period since she has to afford her
children’s education, the wife exclaims that it is an extraordinary
measure any woman could take in her life. Even while observing the
rituals, Usha’s daughter does not turn discriminatory or practice
rituals that endorse untouchability and marginalisation. The kid
meets the wife and even touches her, showing empathy and
sensitivity.

Representation of Feminist Discourse as Translation

Reading as Feminist Translation: In the previous sections,
we have discussed how spaces are understood as gendered
embodiments and we have illustrated our point by showcasing
examples from our audiovisual text. Moving on, to carry forward
this idea, the study will argue how reading a text through a situated
lens becomes a feminist translation itself. The study attempts to
establish that reading, much like translation, is shaped by socio-
cultural contexts. It has long been perceived that readers, like
translators, are engaged in the reinterpretation of texts, navigating
the intricacies of language and cultural context to construct meaning
(Steiner, 1975; Tymockzo, 1999). This understanding further adds to
Godard’s view, where she theorises that translation is “re-writing in
the feminine” (1989, p. 3) and that a feminist translator is “an active
reader becoming a writer, a co-producer of meaning rather than a
passive amanuensis” (ibid.).
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While it is increasingly clear to note the connection between the
reader and the meaning-making process, it is also emphatic to note at
this point that critical attention has shifted from a mere “textual
reader to a contextually situated reader” (Littau, 2006, p. 122),
courtesy, identity studies like postcolonial studies, ethnic and
minority studies, women’s studies, queer studies, so on and so forth.
This situated reader, then, focuses on ‘the differences of reading
produced by women, gay or lesbian readers, or readers of ethnic
minorities’ (Bennett, 1995, p. 4). Thus, an informed and situated
reading of TGIK impels the reader to critically engage with the
portrayals of the embodiment of gendered spaces, offering
reinterpretations of the representations produced by the popular
Malayalam cinema over decades. Such a reading opens possibilities
to reinterpret traditional gender roles and patriarchal stereotypes and,
therefore, offers an alternative and feminist translation of the text.
Through its portrayal of a newlywed woman navigating the power
dynamics of an orthodox and patriarchal family, as well as the
burdens of household chores, the film ensures disruptions of
normative gender roles and challenges patriarchal stereotypes. The
contrasting representation of the wife, who loathes household
chores, and the aunt, who considers it a devotional duty, offers
reworked meanings and re-written depictions of women’s
experiences. The wife’s resistance is recognised, whereas the aunt’s
acceptance is critiqued within the cinematic narrative. This shift in
the representational pattern invites viewers to derive feminist
meanings through centralising and honouring the challenges posed
to the patriarchal order.

This audiovisual text distances viewers/readers by disallowing
them the possibility of any attachment to or involvement with the
narrative through a repeated depiction of mundane household chores
and dispassionate sexual intimacy. Judith Fetterly has pointed out
how androcentric texts ‘co-opt’ the female reader to ‘identify against
herself” (1978, p. xii). The repetition and consequent displacement
enabled by the film allow the readers to resist the androcentric
representations they have been conditioned to accept. The process of
‘distantiation’ (Littau, 2006, p. 131) becomes the underpinning of
resistance reading. The narrative urges the readers to actively resist
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the patriarchal codes perpetuated by dominant Malayalam cinema,
by presenting contrasting representations of equal companionship in
marriage, advocating for equal rights and independence through
subplots. Through a critical reading of the film, readers are
encouraged to be ‘renegade readers’ (Boardman, 1994, p. 208) who
read against patriarchal codes and stereotypes. Consequently,
viewers/readers, through the act of ‘distantiation” or ‘passionate
detachment’ (Mulvey, 1987, p. 18), are alerted to the consciousness
of a feminist reader. Through this process of ‘distantiation’ or
‘passionate detachment’, the film dismantles the working of the male
gaze and necessitates the reader to foster a feminist consciousness.

Translation as Re-writing: The interface of Gender Studies
and Translation Studies shows that translation is not only a means of
communication but a powerful medium to subvert social and cultural
practices as well. When normative discourses clash and give rise to
new narratives, situated reading, encapsulated in feminist translation,
emerges as an imperative act of rewriting these traditional normative
positions. Alvarez and Vidal say that translation signifies an unstable
power balance. They say “Translation is ... a complex process of re-
writing that runs parallel both to the overall view of language and of
the ‘Other’ people have throughout history; and to the influences and
the balance of power...” (1996, p. 4). They further say, “Translation
is an excellent vehicle for conveying the typically Foucauldian
binary essence of the opposition power/knowledge: power is
intimately related to knowledge, information, and especially to how
that information is conveyed and the way of articulating a wide
range of discursive elements...” (ibid., p. 6). As translation is now
being recognised as a process of re-writing that foregrounds the
questions of power and ideology, gender theories also intersect with
translational operations. The film (TGIK) depicts patriarchal and
feminist exchanges in juxtaposed sequences. The battling of these
ideologies demands the viewer/reader to critically engage and
develop a feminist consciousness to decipher the decision of the wife
to break free from the institution of marriage. The representation of
the activist who advocates for young women’s entry into the
Sabarimala temple is narrated in alternative scenes with the
confinement of the wife during menstruation. These sequences play
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a crucial role in understanding the gender politics of the text. The
father-in-law holds a power position, not only within the family but
also as the community head. The men of the said community
congregation attack the activist and threaten her to mute herself from
advocating for women’s rights. The wife, navigating through these
tensions around her, claims her voice and resists the demands of the
patriarchal institutions. Her resistance and reclaiming of voice give
rise to feminist interpretations of the text.

Visibilising Women’s Voices: The prime endeavour of gender
discourses is to reclaim the language and disengage it from how
patriarchy has constructed it. Feminist movements which gained
momentum over the nineteenth and twentieth centuries appealed to
view language as a sexed and emphasised that language plays a
critical role in constructing gender and gendered roles. Thus,
feminist discourse attempts to deconstruct the patriarchal language
and strive to make women visible linguistically. In Louis von
Flotow’s perspective, the endeavours that deconstruct the
“conventional and prescriptive patriarchal language in order for
women's words to develop, find a space and to be heard” become
feminist translation (Flotow as cited in Arrojo 1994, p. 10). We see
how the experiences of the female lead character in navigating the
conflicts become the central theme in The Great Indian Kitchen. Her
growing discontent is represented through repeated representations
of the mundane. The film juxtaposes the close-up shots of the
women hurrying to finish the household chores, being reduced to
mere hands, with the scenes of men at leisure shown in long shots.
The film showcases how household and emotional labour have
become entirely women's responsibility. The shot of the mother-in-
law’s packed luggage, which contains only food items and
cookware, as she leaves abroad to attend to her daughter’s
pregnancy, summarises how the patriarchal family perceives women
and their role.

The film focuses on how women experience their everyday lives
and how the household responses and society, in general, impact
their experiences and emotions. TGIK details the experiences of not
only the wife but also the experiences of the domestic help, the
women's rights activists, and the women relatives of the newlywed
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couple. It highlights women and men who respect the dignity of all
identities when shown in contrast with the shots of men who
disregard women's individuality.

Translation as a Tool to Subvert the Dominant Cinematic
Language: The text revises the conventional cinematic language of
Malayalam cinema in portraying the space occupied by the wife in
the in-law's house. The women characters in Malayalam movies
were shown with a shade of villainy for questioning the imposition
of household labour entirely on them or for asserting their individual
space and talking for their rights. The Great Indian Kitchen departs
from that cinematic tradition by fixing the camera through a
woman’s perspective and her experiences. Her discontentment with
the repudiation of her interests and negation of her needs is rendered
in various ways—focusing on the nauseating expression on her face,
how she holds the dirtied cook and dine wears with her fingertips,
and the repulsion she feels while compelled to have sex—to give
emphasis to the angle of vision. In setting this angle of vision, the
film denies all possible scopophilic pleasures, even in the scenes of
sexual acts. The gaze is set through the wife’s character, whose
repulsion, discontentment, and pain are detailed in being subjected
to mechanical sex without acknowledging her desires. The female
experience of how patriarchal hegemonic institutions treat them is
given the centre stage in the cinema, which dismantles the
conventional use of the prescriptive patriarchal language. It builds a
space for women and women’s experiences to be heard and visible.

Barbara Godard has emphasised that “feminist discourse is
translation in two ways; a notation of gestural and other codes from
what has been hitherto unheard of, a muted discourse, and as
repetition and consequent displacement of the dominant discourse”
(1989, p. 46). A woman who loathes domestic chores and aspires to
become a dance teacher, and yet the narrative standing by her is a
representation the popular Malayalam cinema has not been familiar
with. Meena T. Pillai finds “Film after film in Malayalam has
created the image of a woman who loves to cook and clean, wash
and scrub, shine and polish for her man (Melaeparambil Aanveedu,
Valsalyam, Mayamayooram, Kumkumacheppu, Kudumbapuranam,
Thillakkam, Kuruppinte Kanakkupusthakam, Nayam Vyakthamakkuka,
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Rakkuyilin Ragasadassil)” (2010, p. 19). The aunt’s character, who
prescribes to the wife how to follow the traditions and conventions,
is the ideal representation of women the popular Malayalam cinema
has established. She further says, “The obvious enjoyment of these
women in offering their servitude to men takes on a new
signification and serves as a marker of the power of culture to
impose its structures on the woman as representation. Thus, that it is
nearly impossible for a woman to command power in the family
hierarchy elsewhere is neatly established through the differential
assignation of tasks according to gender” (ibid. p. 19). In The Great
Indian Kitchen, we see women who do not enjoy, rather loathe, the
monotony of household labour and grow discontented about the
servitude they are compelled to perform.

Transformation as Translation: The film emphasises these
emotions and gestures where the patriarchal prescriptions are
disavowed. The wife finds joy in dancing and finding her career in
it. Women who choose art as a profession, such as VVasundhara Devi
in Ente Sooryaputhrikku (1991), Rajalakshmi in Sarovaram (1993),
etc., are disallowed to have a dignified life and are pushed to
anomalous deaths for making their choices. TGIK ensures the
women who exercise their powers to pursue their choices find their
path and independent existence, and that they win over patriarchal
ordeals. Such women and their narratives are unheard in the popular
narrative patterns of Malayalam cinema. In voicing the unheard and
giving life to what has been muted so far, the film offers a feminist
translation of cinematic representations of women and their
experiences. Godard also notes that “feminist discourse presents
transformation as performance as a model for translation” (2002,
p.12). TGIK showcases how the wife’s representation evolves from a
docile and submissive existence to a robust and assertive individual.
From a passively listening, apologetic, and muted character, her
performance grows, with realising how the institution takes her
rights away and pushes her to mere slavery, to questioning the
institutions themselves.

The Great Indian Kitchen offers a reworking of the meanings and
codes presented through the masculine and patriarchal gazes over the
decades. The text establishes the experiences of women and how
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they are treated in the gender hierarchy through the perspective of a
woman by enabling her views to find visibility and voice to be
heard. And, in doing so, the film becomes a feminist translation.

Conclusion

“It is only by learning to decode and deconstruct the cultural
implications and meanings of messages that one can seek to
destabilize the ideology of gender hierarchy so inscribed in
their language”.

(Pillai, 2013, p. 22)

This paper has shown how the film The Great Indian Kitchen
challenges the notions of impurity associated with women and
menstruation, dismantles the convention that a “good and noble”
woman cannot express her sexual desires and offers a central stage
to represent the experiences, and expressions, emotions and gestures
of women who combat the dominant social order where gender and
caste hierarchies join their hands together. In doing so, the film
enables women’s voices to find a prominent space in narrating their
experiences. The dominant meanings associated with women and
women's experiences are thereby reworked. The reading of the film
text serves as a catalyst for challenging patriarchal constructs of
femininity, shedding light on the transformation of traditionally
submissive figures into empowered agents. Through its deliberate
repetition of performances representing the structural violence
inflicted by patriarchy and other dominant ideologies upon women
and marginalised subjects, the film prompts readers to engage
critically with reworked meanings, thereby elevating them to be
feminist readers. These meanings, decoded and deconstructed, offer
a feminist translation of the representation of gendered and
embodied spaces by subverting the gender hierarchy and patriarchal
prescriptive language established by popular Malayalam cinema
over decades. As represented in the film, the representational
conventions established by Malayalam cinema over decades are
challenged as it encourages a Dalit woman character to inspire the
upper caste female lead to be a fighter against systemic oppression.
The character of the wife, the female lead, refuses to remain a victim
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of the patriarchal social order. She, scene by scene, gains her voice
and assertiveness and, towards the climax, summons her powers to
break free from the bondages the patriarchal marital institution has
imposed on her. The film text offers a re-representation of the
women characters and a reinterpretation of the meaning associated
with them and their roles by giving voice and agency to the women
characters. In doing so, reading the embodiment of gendered spaces
in The Great Indian Kitchen becomes a feminist translation in itself.

The study, in investigating the production of meaning and how
gender plays a vital role in encoding and decoding, is a translational
analysis that aims at exploring how feminist translation theories
work on textual interpretation. Through the lens of feminist
Translation Studies and concepts drawn from feminist reading
theories, the study foregrounds the reworking of patriarchal codes
and meanings within the film The Great Indian Kitchen. By focusing
on the transformation of characters, rewriting gendered meanings
and re-representing gendered and embodied spaces within the
context of feminist discourse, the study situates itself as a
Translation Studies exploration through uncovering how meanings
are constructed, negotiated and transformed across discourses and
ideologies.
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