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Introduction

The Plays of Sharon Pollock:
Cultural Assimilation vis-a-vis Linguistic
Restratification and Theatrical Actualization

...I think I write the same play over and
over again. It is a play about an
individual who is directed to or compelled
to follow a course of action of which he
or she begins to examine the morality.
Circumstances force a decision, usually
the ai:thority (family, society, government)

is removed emotionally or geographically
from the protagonist, and it usually

doesn’t end very well.

- Pollock (Much, 1990:210)

The nucleus of the research methodology is the creative translation
and transfiguration of Sharon Pollock’s master-play text Blood Relations
in the Kerala context. The restratification and actualization of the dramatic
text into an interlingual and intersemiotic version on the stage and
multimedia go through a series of intercultural negotiations. The

interweaving of these three dimensional negotiations is centred on the




expressive potential of both the source culture and target culture of the
multicultural societies of Canada and Kerala. The significance of this
intercultural and intersemiotic endeavour envisages new horizons of
knowledge production and application on multiple levels of human

expressivities.

Sharon Pollock (née Mary Sharon Chalmars, 1936) stands
prominent in the literary world of Canadian drama with a stamp of her
own problematic gender - cultural self. This woman playwright with her
strikingly unconventional gender-performative dynamics stands with her
own ways of dealing with dramatic events drawn both from the Canadian
past and the present. Looking at the contemporary Canadian life from a
marginalised female perspective, Sharon Pollock, constructs theatrical
events to focus on the negative human impulses that lie submerged

underneath the recorded history of Canada. Her early plays are marked
| by a strong commitment to socio-political and moral issues. The dialogic
signaling system of Pollock’s play texts-Walsh (1974), The Komagata
Maru Incident (1978), Generations (1981) and Blood Relations(1985)-
demonstrates the intersecting layers of historical evils and socio- moral
injustices acting upon the human psychic realities of Canadian-ness.
Genetically transferred cultural lineage of Pollock gives dialogic
representation to a subterranean language of gender-violence that
illuminates the inter-semiotic transference into a language of culture far
away from home. This intercultural venture gains more relevance as the
writer Pollock herself had deeper interactive experience on both Indian

and Canadian multicultural thematic mosaic.



The dramatic discourse paradigms of Sharon Pollock are permeated
with historical events acting as means of questioning the concept of history
as objective truth. The perception of history and reality as absolute is
challenged by the playwright from a female authorial perspective. The
critical assessments of Sharon Pollock’s plays often centre on the explicit
designs that act as commentaries on political, social and historical events
thatare familiar to the Canadians. The anti-illusionist dramatic techniques

within the plays give multiple meanings to perceptions of past and present.

The play Walsh was produced in Calgary in 1973, and this
docudrama is at once a rewriting of history and the representation of
Major Walsh’s personal life. This play portrays the moral degradation of
Major Walsh who was responsible for sending the Siox, Chief, Sitting
Bull and his men to America out of the Canadian Soil. Sharon Pollock, in
this play, has transformed the dry and dusty bones of history into the
realm of art and raises the play to the level of a truly personal tragedy.

In The Komagata Maru Incident, Pollock presents a “stern
indictment of Canadian racism” (Bessai, 1981:8) based on a 1914 historical
event when a group of 376 Sikh immigrants were refused permission by
the Canadian Immigration officials to land at the Canadian sea-port of
Vancouver in British Columbia. The ship remained in the harbour for
two months, during which racist feelings grew and various legal
proceedings occurred and the vessel eventually was forced to leave.

Sharon Pollock wrote;
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...to know where we are going, we must
know where we have been and what we
have come from. Our attitudes towards
the non-white peoples of the world and
of Canada is one that suffers from the
residual effects of centuries of oppressive
policies which were given moral and ethical
credence by the fable of racial superiority.

(Sharon Pollock, 4 note, April 2000:25)

Generations 1s Pollock’s only conventionally naturalistic work for
the stage. The subject is the tie of the land, offering a 1980s perspective
on the attitudes of the three generations towards their land, their family
homestead. The play’s power is determined mostly by its sympathetic

evocation of family tensions and affections.

Pollock’s most famous and controversial play, Blood
Relations, meta-theatrically discovers the unsolved crime-act of the famous
axe murders of 1892 for which a New England Spinster was charged for
brutally murdering her most-beloved father and step-mother, but later
acquitted of her crimes. The interpersonal ambiguities involved in the
murders of 1892 in the state of New England, especially the annihilation
of the father figure, acts as the matrix of the tragic flaw of dramatic action
in Blood Relations. Here, Pollock becomes one with the historical
“incontinuous continuities” (Much, 1990:201) of the incessant struggle

for female empowerment. In the midst of the cultural pluralism of the
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Canadian identity, the dramatic matrices of Pollock demand intercultural
visual-hermeneutic readings. The strategies of intercultural-expressivities
designed as part of the research rely mainly on the philosophical categories
of body language and culture in human actions that are essentially meta-

translatory.

The relevance of translating a cultural text for the ultimate purpose
of inter-semiotic representation on the stage has not been dealt with in
greater detail by translation theorists as it happens in the case of literary
studies on translation. Translation theory and praxis pertaining to literary
studies are in abundance. Hence this performative translation methodology
involves a dual responsibility on the researcher to derive theoretical
structures of translation along with visual designs of inter-cultural theatre

praxis.

The inter-semiotic discourse pattern developed itself into a
formulation of a language of translation based on the alphabet of images
submerged in inter-subjectivity. Translating images on the stage opened
up new realms of creativity that are specific to performance-translation.
The translator, out of necessity, is forced to be a creative artist inventing
inter-semiotic vocabulary of images. Translating for the stage thus becomes
an act of creation in itself. Walter Benjamin addresses the problem in all

its complexity when he suggests:
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-

Literary translation can neither be
considered as source or target text
oriented, but as a mode of its own —
subject to its own laws — is alien to the
current reception-oriented trend in
translation studies and Anglo-American
literary theory. Yet such marginalization
may be an asset. Perhaps because of its
being a minor discourse within larger
institutions, the study of literary translation
has been able to gain valuable insights into
the nature of language and into cross-

cultural communication.

(Benjamin, 1980:11)

The methodolbgical procedures involved in getting at the root of
theatrical constructs of Sharon Pollock need to be located for a meaningful
translatory process. The New World Order demands radical methods
of translating images from one culture to another. The chances of
subjugation on all levels of a codified text by the hegemonic ordering
systems are encountered at every point in the methodological process.
The global village as the model of a new paradigm that the imperial powers
construct generates literary and visual images to suit the structural
adjustment inherent in hegemonic image building. The resistance factor
that comes into play on the multi-cultural planes of transference remains
at the core of the translator’s creativity. This brings into focus the counter

image, Vasudaiva Kudumbakam, (The universe-as -family) which
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inherently proposes humanness as the primary element in all human
transactions. Communication between subjugated subjects thus becomes
an integral part of the struggle to liberate the inter-semiotic visual images
from the onslaught of corporate institutions of cultural domination. Hence,
the research project and process, is mediated with emancipatory visual

strategies of inter-cultural communication.

The reading of the plays of Pollock makes one feel that there are
close resemblances and differences between the multi-cultural
undercurrents that activate Canada and the cultural discourse network of
Kerala. The contemporary issues dealt with by Pollock - like the socio-
psychic and political frictions of multiculturalism, women’s suffrage,
search for identity, gender conflicts, power balance etc.-are to be

transcreated on the stage as inter-active semiotic narratives.

An obvious pre-requisite for the study undertaken was a general
analysis and exegesis of the select plays of Sharon Pollock. A study of
the gender-theatre history of Canada and Kerala proved to be helpful in
understanding the major inter-cultural dialectics at work in both the
cultures. The linguistic translation of Blood Relations into the Malayalam
language aimed at exploring the various theatrical possibilities was
undertaken as the major part of this project. The audience-response-
reaction towards the stage representation on the target cultural system

has also been investigated.
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Four types of stratification are made functional in achieving the
actualization of the inter-semiotic performance text of Blood Relations

to the target audience. The four levels are identified as follows:

1. Linguistic Level (literal translation of the play)
2. Cultural Level (inter-cultural translation of the play)
3. Theatrical Actualization (inter-semiotic translation)

4. Digitalization (tele - translation)

The problem of inter-textuality gets resolved through this four-
dimensional methodological apparatus. The image-alphabet of the
playwright usually differs from the directorial image making system that
is primarily performance-oriented. The methodology of such a theatrical
metamorphosis involves the director/actor, stage design, costumes, lighting,
muéic, camera and studio editing and mixing aimed at a space occupied
by the target spectators. Two dramatic-troupes consisting mainly of the
students of theatre (School of Drama and Fine Arts, University of Calicut)
and of the plus two students (St. Thomas’ Higher Secondary School,
Malayattoor, Ernakulam) got organised as part of the inter-semiotic
presentations. The digital text of the tele-film format was selectively spaced
in the ancient Judo-Christian settlement areas of Mattanchery and
Malayattoor in the South of Kerala, strewn with ancient Church, old

Synagogue and diasporic Jewish memories.
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Besides a prologue and an epilogue articulating the findings and
problematics of inter-lingual, inter-cultural, inter-semiotic restratification
and digital visualisation, there are four separate chapters that form the

structure of the thesis.

The first chapter, Translation for the Stage : Methodological and
Theoretical Foundations, attempts to conceptualise the theoretical and
methodological formulations that are basically performance-oriented. This
process invariably involves the interventions of multi-disciplinary fields
of knowledge systems. The chapter further probes the various theoretical
foundations of translation and the different aspects of the changing theatrical
and literary norms to which translators through the ages have been bound
by the expectations, both of the audiences and the literary establishment
at large. The process of transforming a cultural text through linguistic,

cultural and digital formats is looked at from multiple perspectives.

Hence the process of creative rewriting and decision-making would
attempt to tackle the problematics of gender-ideology of resistance in the
text of Sharon Pollock and so assert the central function of translation as
a shaping force. Along with the inter-linguistic stratification, the objective
of translating images on the stage opens up new horizons of Indo-Canadian

trans-cultural understanding through inter-semiotic trajectories.

The second chapter, Blood Relations and Other Plays, is a

comprehensive critical study of all the plays of Sharon Pollock with special
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emphasis on Walsh (1974), The Komagata Maru Incident (1978),
Generations (1981) and Blood Relations (1985). It is also a discourse on
a playwright’s research into the deeper layers of Canadian
historicity from a feminine perspective that moves on to transform the
sense of history into the aesthetic realm of theatrical art. And it is from
this vantage point that the present researcher engages himselfin linguistic

restratification, theatrical and digital actualization.

The restratification of historical events in Pollock’s plays brings
to light the past and the present expressed through performative discourse
of meta-narrative inter-textuality. It is like writing the same play over
and over again into different discourse texts. As asserted by Pollock
herself:

Here, circumstances force decisions and
usually the authority (family, society,
environment) is removed emotionally or

geographically from the protagonist.

(Much, 1990:210).

Pollock’s plays usually end tragically to be written over and over
again. In this context Blood Relations is taken as the master narrative

play text that gets transcoded into multiple texts.
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In the third chapter, On Transcoding Blood Relations, the
transcoding of plays from culture to culture is seen not just as a question
of translating the literary text, but of conveying its hidden meanings and
adapting it to its new cultural environment. The process of translating for
the stage thus becomes a creative struggle to pull the foreign text towards
the target culture and language so as to separate it from its source and
origin. It is not just the finding of linguistic equivalence but also a process
of appropriating cultural and gestural dynamics. The translator is thus a
dramaturg who recreates the plot according to the logic that appears to
suit the action of an artistic totality that is communicative to the audience
of the target culture. Therefore, the representational theatre translation of
Blood Relations for the stage in English, the language of the source text
itself, is the product of a dramaturgical meta-linguistic act rather than a

purely linguistic one.

The image translation of the source text for the stage in
English is based on the notion of appropriating the text that generates
levels of theatrical actualizations such as contextual, verbal and gestural
along with the application of light, sound and make up, and above all, a
system of cultural communication aimed at an audience positioned in
another culture. Effort has been put in for the creative rewriting of the text
in all its multiple dimensions. Far from being an external expressive
formulation of an already known meaning, the image- translation attempts
to breathe target cultural life into the performance text. The process of
translation becomes a creative dialogue between the non-shared values,
emotions, conceptions and beliefs of two cultures—Canadian and Indian,

more specifically, Canadian and Keralite.
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The fourth chapter, Digitalizing Blood Relations, deals with the
problematics of digitalising the structures of human feelings and translating
images from one culture to another. The intersemiotic transcodings of
Blood Relations did take place in an atmosphere of shifting paradigms of
time and space. This necessitated the transfigurations of Canadian
contextuality as inscribed by Sharon Pollock. The multiple spatial
dimensions of the intersemiotic text are exemplified to get a clearer

perspective on the process of digital transcoding.

The ancient settlement of the Jewish community in Kerala became
the enactment area of the inter-semiotic text. Mattanchery remains a symbol
of the ancient act of transmigration which now has been left as diasporic
memories after the transmigratory act of community again to their
homeland; Israel. What happens is the digitalisations of the past of the
major characters in a different contextuality of St.Thomas Mount, the
International Pilgrim Centre at Malayattoor in Kerala. This Judo-Christian
interactivity completes the visual image paradigm of the inter-semiotic
representations. Little Lizzie and her childhood within a family spectrum
of the fragmented reality composed by Sharon Pollock transgresses into
the silent sub-textuality hidden in the source text. The inter-semiotic
transcoding of Blood Relations thus becomes an act of wiping out the
boundaries of the written word. This chaptér also explicates the inter-
lingual translatory process of the Canadian theatrical text Blood Relations
into a very distant Indian / Kerala / Malayalam context. This involves

strategies that were inter-semiotic and culture specific.
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The research perspective recognizes the multi-dimensional levels
of translation beginning with the translation of a Canadian ‘reality-event’
into structures of a theatre text by Sharon Pollock. This original translatory
act by the author transcends further to the level of inter-lingual and inter-
semiotic original translatory planes. The transcoding and transpositioning
involved in the process lead to a further level of digital transfiguration.
This intercultural semiotic praxis, thus envisaged, in the ultimate analysis,
paves the way for a meaningful discourse between the multi-cultural

Canada and Kerala.

The inter-cultural performance text / production script of
Sharon Pollock’s Blood Relations in English and the compact disc
containing the performance are appended as the final part of the thesis.
The screenplay of the theatre tele-film in English and its VCD are also
appended. The interlingual translation of the text also forms part of the

appendix. The thesis concludes with a detailed bibliography.
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Chapter 1

Linguistic Restratification:
Theoretical and Methodological Foundations

In 1968 and 1969 ‘The Joke’ was
translated into all the Western languages.
But what surprises! In France, the
translator rewrote the novel by
ornamenting my style. In England the
publisher cut out all the reflective
passages, eliminated the musicological
chapters, changed the order of the parts,
and re-composed the novel. Another
country I meet my translator, a man who
knows not a word of Czech, “then how

did you translate it? ” “With my heart.”
(Kundera, 1988: 1)

The word ‘translation’ is construed not as a matter of linguistic
equivalence or synonymy but rather one of philosophical differences and

cultural resistance, since it entails the problematics of inter-lingual, inter-



cultural and Inter-semiotic restratifications, assimilations and actuallizations.
It involves a process of creative negotiations between two or more
differentially stratified societal systems. It then becomes obvious that the
discourse methodology of translation in general and translation for the
stage and multi-media in particular inhere the interventions of multi-
disciplinary fields of knowledge systems. Translation being a minor
discourse pattern within a larger institutional network, the theoretical
pbstulates of literary translation haS been able to gain valuable insights

into the nature of language and cross-cultural communication.

Paul Engle has observed the socio-cultural implications of

translation in the contemporary world and states that:

As this world shrinks together like an aging
orange and all people in all cultures move
closer together (however reluctantly and
suspiciously) it may be that the crucial
sentence for our remaining years on earth
may be very simply : Translate or Die.
The life of every creature on the earth may
one day depend on the instant and

accurate translation of one word.
(Engle and Engle, 1985: 2)
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What is generally understood as translation involves the rendering
of a source language (SL) text into the target language (TL) so as to

ensure that:

1. The surface meaning of the two will be approximately similar.

2. The structures of the SL will be preserved as closeiy as
possible but not so closely that the TL structures will be

seriously distorted.

The emphasis is on understanding the syntax of the language/ culture
being studied and on using translation as a means of demonstrating the
inner meanings. Such a restricted concept of translation goes hand in
hand with the low status accorded to the translator and to distinctions
usually being made between the writer and the translator to the detriment
of the latter. Hilaire Belloc demonstrates the problem of the status of
translation in his Taylorian lecture On Translation as long ago as 1931,

and his premises are still relevant:

. The art of translation is a subsidiary art
and derivative. On this account it has never
been granted the dignity of original work,
and has suffered too much in the general
judgement of letters. This natural

underestimation of its value has had the
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bad practical effect of lowering the
standard demanded, and in some periods
has almost destroyed the art altogether.
The corresponding misunderstanding of
its character has added to its degradation:
neither its importance nor its difficulty has
been grasped.

(Belloc, 1931:17)

Translation has traditionally been accorded a low academic status
since it was considered to be a secondary or derivative activity whose
very existence depended on the primary or original text production. It
has been perceived as a secondary activity, as a mechanical rather than a
creative process, within the competence of anyone with a basic grounding
in a language other than his own; in short as a low status intellectual

activity.

Since the early 1960s significant changes have taken place in the
field of TS, with the growing acceptance of the study of Linguistics and
Stylistics within literary criticism that has led to developments in critical
methodology and also with the rediscovery of the work of the Russian
Formalist Circle. The most important advances in TS in the twentieth
century derive from the groundwork done by groups in Russia in the
1920s and subsequently by the Prague Linguistic Circle and its disciples.
Volosinov’s work on Marxism and Philosophy, Mukarovsky’s on the

Semiotics of Art, Jakobson, and Prochazka and Levy on translation have
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all established new criteria for the founding of a radical theory of translation.
Far from being a dilettante pursuit accessible to anyone with a minimal
knowledge of another language, translation is, as Randolph Quirk in his
book, The Linguist and the English Language, puts it, “One of the
most difficult tasks that a writer can take upon himself” (1974:62). The
observation that translation involves far more than a working acquaintance

with two languages is underlined by Levy, when he asserts:

A translation is not a monistic
composition, but an interpenetration and
conglomerate of two structures. On the
one hand there are the semantic content
and the formal contour of the original, on
the other hand the entire system of
aesthetic features bound up with the
language of the translation.

(Levy, 1970:25)

The stress on Linguistics and the early experiments with machine
translation in the 1950s led to the rapid development of TS in Eastern
Europe, but the discipline was slower to emerge in the English-speaking
world. I.C. Catford’s analysis in 1965 tackled the problem of linguistic

untranslatability and suggests:
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In translation, there is substitution of TL
meanings for SL meanings not
transference of TL meanings into the SL.
In transference there is an implantation of
SL meanings into the TL text. These two
processes must be clearly differentiated
in any theory of translation.

(Catford, 1965: 32-7)

TS, therefore, is uncompromisingly exploring new grounds, bridging
as it does the gap between the vast areas of Stylistics, Literary History,
Linguistics, Semiotics and Aesthetics. But at the same time it has to be
stressed that this is a discipline firmly rooted in practical application.
When Andre Lefevere tried to define the goal of TS, he suggested that its
purpose was to produce a comprehensive theory, which can also be
used as a guideline for the production of translations in his book Literature
and Translation: New Perspectives in Literary Studies (1978:74).
Specificity of this statement is open to debate but the intention to link
theory with praxis is indisputable. The need for systematic study of
translation arises directly from the problem encountered during the actual
translation process and it is as essential for those working in the field to
bring their practical experience to theoretical discussion, as it is for
increased theoretical perceptiveness to be put to use in the translation of
texts. To divorce the theory from praxis, to set the scholar against the

creative artist, as has happened in other disciplines, would be uncreative.
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All too often, in discussing their work, translators avoid analysis of
their own methods and concentrate on exposing the frailties of other
translators. Critics, on the other hand, frequently evaluate a translation
from one or other of two limited standpoints: from the narrow view of
the closeness of the translation to the SL text (an evaluation that can only
be made if the critic has access to both languages) or from the treatment
of the TL text as a work in their own language. And while this latter
position clearly has some Validity, it is important that a play should be
playable and a poem should be readable. The negative way in which
critics will define a translation as good or bad from a purely monolingual
position again indicates the peculiar secondary level occupied by

translation.

In determining the most apt equivalent for
a word in English, the translator ought to

accept:

1. theuntranslatability of the SL phrase
in the TL on the linguistic level,

2. thelack ofa similar cultural
convention in the TL,

3. therange of TL phrases available,
having regard to the presentation of
class, status, age, sex of the speaker,
his relationship to the listeners and the
context of their meeting in the SL,

4. the significance of the phrase in its

particular context - i.e. as a moment
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of high tension in the dramatic text,
5. andreplacein the TL the invariant core
of the SL phrase in its two referential
systems (the particular system of the
text and the system of culture out of
which the text has sprung).
(Bassnet, 1991:22)

Jiry Levy, the great Czech translation scholar, insisted that any
contracting or omitting of different expression in translating was immoral.
The translator, he believed, had the responsibility of finding a solution to
the most daunting of problems, and he declares that the functional view
must be adopted with regard not only to meaning but also to style and
form. The wealth of studies on Bible translation and the documentation
of the way in which individual translators of the Bible attempt to solve
their problems through ingenious solutions is a particularly rich source of

examples of inter-cultural transformation.

But Dagut’s distinction between ‘translation’ and ‘reproduction’,
like Catford’s distinction between ‘literal’ and ‘free’ translation does not
take into account the view that sees translation as semiotic transformation.

In his definition of translation equivalence, Popovic distinguishes four

types:

1. Linguistic equivalence, where there is

homogeneity on the linguistic level of

28



both SL and TL texts, i.e. word for
word translation.

2. Paradigmatic equivalence, where there
is equivalence of ‘the elements of a
paradigmatic expressive axis’, i.e.
elements of grammar, which Popovic
sees as being a higher category than
lexical equivalence.

3. Stylistic (translational) equivalence,
where there is ‘functional equivalence
of elements in both original and
translation aiming at an expressive
identity with an invariant of identical
meaning’.

4. Textual (syntagmatic) equivalence,
where there is equivalence of the
syntagmatic structuring of a text, i.e.
equivalence of form and shape.

(Popovic, 1976:64-5)

In general, the focus in translation investigation has been shifting
from the abstract to the specific, from the deep underlying hypothetical
forms to the surface of texts with all their gaps, errors, ambiguities and

multiple referents. Popovic distinguishes several types of shift:



1. Constitutive shift (in translation)
described as an inevitable shift that
takes place as a result of differences
between two languages and two
styles.

2. Generic shift, where the constitutive
features of the text as a literary genre
inay change.

3. Individual shift, where the translator’s
own style and idiolect may introduce
a system of individual deviations.

4. Negative shift, where information is
incorrectly translated, due to unfamil-
iarity with the language or structure
of'the original.

5. Topical shift, where topical facts
of the original are altered in the
translation.

(Popovic, 1976:47)

Rupantar (meaning change in form or metamorphosis) and Anuvad
(speaking after or following) are the commonly understood sense of
translation in India, and neither of the term demands fidelity to the original.
The Urdu term Tarjuma is sometimes used in the sense of translation,
sometimes also to mean paraphrase and not necessarily in another
language. The notion that even literary translation is a faithful rendering of

the original came to us from the West, perhaps in the wake of the
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innumerable Bible Translations by Christian missionaries into different
Indian vernacular languages. The comparison of translation with original
works inevitably resulted in the evaluation of translation in terms of right
and wrong. The main objective that critics had was to find fault with the
translator and to pinpoint ‘mistakes’ in the translation. The assumption
was that all translations were in some way destined to fail the original,
neatly reducing the critics’ task to that of deciding whether or not a
translation was faithful to the original text. Such an ideal was and is based
on the principle of complete equivalence, which is thought to ensure the

accuracy of a translation:

The unfaithful wife / translation is publicly
tried for crimes the husband / original is
by law incapable of committing. This
contract, in short, makes it impossible for
the original to be guilty of infidelity. Such
an attitude betrays real anxiety about the
problem of paternity and translation; it
mimics the patrilineal kinship system where
paternity - not maternity - legitimizes the
offspring.

(Bassnet, 1995:140-1)

The conditions for equivalence are postulates of normative and
absolute theories concerned with the problem of translatability, James

Holmes, for example, feels that the use of the term ‘equivalence’ is
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perverse, since to ask for sameness is to ask too much, while Durisin
argues that the translator of a literary text is not concerned with establishing
of natural language but of artistic procedures. And those procedures
cannot be considered in isolation, but must be located within the specific

cultural-temporal context within which they are utilized.

Equivalence in translation then should not be approached as a search
for sameness, since sameness cannot even exist between two TL versions
of the same text, let alone between the SL and the TL version. Popovic’s
four types offer a useful starting point and Neubert’s three semiotic
categories point the way towards an approach that perceives equivalence
as dialectic between the signs and the structures within and surrounding
the SL and TL texts.

Translation is, of course, a rewriting of an original text. All rewritings,
whatever their intentions, reflect a certain ideology and a poetics and as
such manipulate literature to function in a given society in a given way. As

Susan Bassnet observes:

Rewriting is manipulation, undertaken in
the service of power, and in its positive
aspect can help in the evolution of a
literature and a society. Rewritings can
introduce new concepts, new genres, new

devices and the history of translation is
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the history also of literary innovation, of
the shaping power of one culture upon
another. But rewriting can also repress
innovation, distort and contain, and in an
age of ever - increasing manipulation of
all kinds, the study of the manipulative
processes of literature as exemplified by
translation can help us towards a greatef
awareness of the world in which we live.
(Bassnet, 1993:9)

The various theoretical foundations of translation and the different
aspects of the changing theatrical and literary norms to which translators
through the ages have been bound by the expectations both of the
audiences and literary establishment at large are to be discussed Though
translation is considered as a marginal discipline in academia, translation
theory is central to anyone interpreting literature. In an historical period
characterized by the proliferation of literary theories, translation theory is
becoming increasingly relevant to them all. Roman Jakobson makes a
breakthrough in the field of translation by making a three-fold classification.
His term ‘creative transposition’ with the emphasis on ‘creative’, seems
more operative a definition. In his article On Linguistic Aspects of

Translation,
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Roman Jakobson distinguishes three types of translation:

1. Intra-lingual translation or rewording
(an interpretation of verbal signs by
means of other signs in the same
language)

2. - Inter-lingual translation or translation
proper (an interpretation of verbal
signs by means of some other
language).

3. Inter-semiotic translation or transmu-
tation (an interpretation of verbal signs
by means of signs of non-verbal sign
systems).

(Jakobson, 1959:232)

Having established these three types, process of transfer from SL
to TL, Jakobson goes on immediately to point to the central problem.
While messages may serve as adequate interpretations of code units or
messages, there is ordinarily no full equivalence through translation. Even
apparent synonymy does not yield equivalence, and Jakobson shows
how intra-lingual translation often has to resort to a combination of code
units in order to fully interpret the meaning of a single unit. Hence a
dictionary of ‘so-called’ synonyms may give perfect as a synonym for

ideal or vehicle as a synonym for conveyance. But in neither case can
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there be said to be complete equivalence, since each unit contains within

itself a set of non-transferable associations and connotations.

Because complete equivalence (in the sense of synonymy or
sameness) cannot take place in any of his categories, Jakobson declares

that all poetic art is therefore technically untranslatable:

Only creative transposition is possible:
either intra-lingual transposition - from one
poetic shape into another, or inter-lingual
transposition - from one language into
another, or finally inter-semiotic
transposition - from one system of signs
into another, e.g. from verbal art into music,
dance, cinema or painting.

(Jakobson, 1959:232-9)

It is obvious that Jakobson’s classifications mutually reinforce each
other. While accepting this definition, it is clear that translation theory can
quickly enmesh the process in the entire inter semiotic network of language
and culture, one touching on all disciplines and discourses. As a primary
step the study concentrates on the second aspect of Jakobson’s definition
i.e., inter lingual translation. But it is also envisaged to demonstrate as

well that such isolation is impossible, and that even translation proper
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entails multiple linguistic, literary and cultural aspects. The study would

further move towards the inter-semiotic level of translation.

Although translation has a central core of linguistic activity, it belongs
most properly to semiotics, the science that studies sign systems or
structures, sign processes and sign functions (Hawkes, 1977:15). Beyond
the notion stressed by the narrowly linguistic approach that translation
involves the transfer of meaning contained in one set of language signs
into another set of language signs through competent use of'the dictionary
and grammar, the process involves a whole set of extra linguistic criteria

also.

The translator, therefore, operates criteria that transcend the purely
linguistic, and a process of decoding and recoding takes place. Eugene

A Nida’s model of the translation process illustrates the stages involved:

SOURC%)‘}?GUAGE RECEPTOR LANGUAGE
l TRANSLATION
ANALYSIS RESTRUCTURING
» TRANSFER —

(Nida,1969:484)



Eugene A. Nida has formulated that if a translation is to function
successfully in the TC, the translator must do more than switch language
codes. It is a process of negotiation between two or more series of
cultural codes and systems, as the product of transcoding different cultures
and not solely as the result of a crossing of linguistic barriers. It is not a
rule-regulated activity, but a decision-making process. The decisions a
translator has to make in interpreting and transcoding a foreign text
inevitably make translation a teleological activity. Translation is thereby
revealed as a socio-historical activity of a profoundly transformative nature.
And therefore, it is not really a question of identity or synonymy but
rather one of differences and shifts. All translations, thus, are goal and
audience-oriented since they are not produced in a cultural vacuum. For
all these reasons, we may have to agree with the suggestions made by
Robert de Beaugrand that we need to take into account questions such
as the translator’s ‘socio-economic status, education and training,
knowledge and beliefs, personal interests and priorities’ (1980:34) which
are factors that determine the translator’s decision-making process/

capacity.

The definition of translation as a series of decisions and choices
rather than a process of mechanical observance of rules is also proposed
by Jiri Levi in his essay On Translation as a Decision Process (1976).
Levy recognizes that ‘translation involves both interpretation and creation’

and asserts:
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Every interpretation has the structure of
problem - solving. It is like a game of
chess-a game in which every succeeding
move is influenced by the previous
decision and the situations that resulted

from it.
(Levy, 1967:1172)

Translation as a decision - making process necessarily entails shifts,
which are inevitable results of an encounter between two series of linguistic,

inter-textual and cultural norms or codes.

Prescriptive theories of translation at least in the English-speaking
world have their roots in the eighteenth century. Alexander Tytler’s Essay
on The Principles of Translation (1971) is generally considered to be the
first theoretical essay on the subject in English. His essay belongs to
what today would be called applied translation studies and it reflects
eighteenth century translation poetics. The general prescriptive rules put

down by him are:

1. The translation should give a complete
transcript of the ideas of the original
work.

2. The style and manner of writing
should be of the same character as

that of the original.

38



3. Translation should read with all the
ease and fluency of the original

composition.
(Tytler, 1971:74)

Tytler abundantly illustrates prescriptive rules. His essay offers a
blue print example and several translation rules for eighteenth-century
translators. His essay belongs to the genre of applied translation poetics.
One of the significant developments in the field of translation theory in
the 19th century was the emergence of the prescriptive theorists. Most
theories on translation have been normative. The norms contained in these
theories consist of the author’s personal, national and time-bound values,
which they have elevated to the status of general and universal rules.
Such a normative translation theory can be found in Eugene A. Nida and
Charles R. Taber’s The Theory and Practice of Translation (1969).
Their guide-book for what should be done in specific instances of
translation establishes certain fundamental sets of priorities and develops

taxonomy of rules and laws for all translations:

1. Contextual consistency has priority
over verbal consistency.
(Or word for word concordance)

2. Dynamic equivalence has priority over
formal correspondence.

3. The aural form of language has priority

over the written form.
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4. Forms that are used by and acceptable
to the audience for which a translation
is intended have priority over forms
that may be traditionally more

prestigious.
(Nida and Taber, 1969:52)

This system of priorities constitutes a normative theory which
presents itself as a general theory of translation, although it is actually
designed for a particular kind of text (the Bible), to help out a particular
kind of translator (the modern Bible translator), and adheres to a particular
notion of how the Bible should be read (aloud in worship services rather
than, say, silently in one’s home). These prescriptive theories of translation
were set out to discuss translation problems specific to certain texts.
They prescribed what translation in general should be, and then developed

taxonomy of rules and laws for all translations.

Most contemporary theories of translation could be called
prescriptive. This is partly because of the hybrid structures of translation.
For it has become a technique for teaching and learning a foreign language
and an exercise to be taught and learned in itself. Those who advocate
normative approaches to translation have traditionally been insensitive to
certain socio-cultural aspects that play an important role in the translation
process. It so happens that the problem of translation becomes one that
of translatability, as one ignoring the conditions under which translations

get produced. In reality, however, the conditions required to produce
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equivalence differ from period to period and from language culture to
language culture. A text which functions as a translation today may not be
called a translation tomorrow and may be named as a version instead. A
translation strategy (turning verse into prose) which was valid in the past
may not be the most effective strategy of reflecting the original today. It
is difficult to contradict the fact that historical changes and the socio-
cultural context of the reception of translation formulate a reader’s

expectations and form part of a notion of what constitutes translation.

Richards made a foray into the field of translation theory. In Toward
a Theory of Translating (1953), he redefined his theory of meaning while
discussing how one should compare translations to original texts. Instead
of establishing a set of rules, which subjugate the text to a limited and
unified interpretation and ‘complete viewing’ (Richards), the actual
translations tend to open up new ways of seeing and subverted fixed
ways of seeing. Despite all the education and proper training in the right
methodologies, research has shown that if one gives two workshop
translators the same text, what evolve are two different translations. New
texts are constantly emerging that are neither identical to the original nor
to other translations. The translated text seems to have a life of its own;
responding not to the interpreter’s set of rules, but to laws which are

unique to the mode of translation itself.

How can one compare a sentence in
English poetry with one (however like it)

in English prose? Or indeed any two
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sentences, or the same sentence, in
different settings? What is synonymy?
A proliferous literature of critical and
interpretative theory witnesses to the
difficulty. It seems to have been felt more
and more in recent decades.

(Richards, 1953: 249)

Richards noted Quine after “synonymy” because meaning and its
translation within one language or across two languages had become
increasingly problematic for literary critics. For Quine and the Anglo-
American philosophical tradition, the problem of synonymy - equating
identity with semantic exactness - extended beyond the laws of logic. A
few years later in Word and Object (1960), Quine would use translation
to demonstrate the complexity and indeterminacy of language. In the

Preface he wrote:

Language is a social art. In acquiring it we
have to depend entirely on the inter-
subjectively available cues as to what to
say and when. Hence there is no
justification for collating linguistic
meanings.

(Quine, 1960: ix)
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In the chapter Translation and Meaning, Quine switched to
translation to make more realistically what was often an abstract point
when viewing languages mono-linguistically. He introduced the scope for

empirically unconditioned variation by citing the example:

Two men could be just alike in all their
dispositions to verbal behaviour under all
possible sensory stimulations, and yet the
meanings or ideas expressed in their
identically triggered and identically
sounded utterances could diverge
radically.

(Quine, 1960:26)

Quine’s conclusion directly contradicted any theory of translation

based upon notions of equivalence.

Manuals for translating one language into
another can be set up in divergent ways,
all compatible with the totality of speech
dispositions, yet incompatible with one
another. In countless places they will
diverge in giving, as their respective
translations of a sentence of one language,

sentences of the other language which



stand to each other in no plausible sort of
equivalence however loose.
(Quine, 1960:27)

Lambert’s descriptive research during the eighties made him more

aware of the cultural complexities involved in defining and describing

translations, which in turn served to reemphasize the need for systematic -

research. Scaria Zacharia, of Kerala, a renowned scholar of cultural studies
in Malayalam, in his article Post Modern Trends in Translation Studies

has attempted to establish that,

Every semiotic system is formulated and

worked in a stratified cultural milieu. And

therefore, T.S. is Cultural Studies (CS).
(Sukumaran, Jaya (ed) 1997:238-9).

Language, according to Prabhat Mukherjee, is never reducible to a
formal system, nor to a static concept, be it literary or linguistic. And
translators invariably demonstrate the inherent instability of language in
their every act. Rather, translations are to be seen as the result of and the
starting point from which to view semiotic processes at work in the
formation of discursive practices. Translations, Mukherjee, argues, take
place over a variety of systemic borders, not just between two languages.
TS seem to focus not solely on the ST, nor on the TT, but looks instead

at how different discourses and semiotic practices are mediated through
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translation. It is made clear by Prabhat Mukherjee in his essay Translation

as Discovery:

A translation must necessarily be true to
the original and act as a kind of lens, a
viewing medium, through which the
original may be scrutinized when
necessary.

(Mukherjee, 1981:149)

Lambert and Robyns view translation, less as an inter-linguistic
process and more as an intra-cultural activity. They also cite Umberto
Eco, who reads the process “not as a static phenomenon but as the

endless translation of signs into other signs” (1976:71)

Even-Zohar focuses on the relationship between various types of
literature and their synchronic and diachronic interactions. He observes
that the part played by translations in literature is inherently connected
with the historical evolution of literature. Averse to TS, which treat translated
works as individual units in isolation from other texts, Even-Zohar argues
for the study of translation in terms of historical functions. In other words,
individual literary translations and their intrinsic meanings are no longer
considered as relevant objects for literary studies. Instead, Even-Zohar
encourages the investigation of translations in their systemic relationship

with the surrounding literary poly-system. This theory conceives of
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literature as a stratified whole, itselfa poly-system whose main components
are canonized as opposed to non-canonized literature, each consisting in
its turn of separate sub-systems or genres. Even-Zohar recognizes that
canonization is not a simple notion; the dichotomy he refers to also denotes
the tension between official and unofficial cultural strata. The intra-systemic
relationships within a poly-system are ultimately constrained by a larger
socio-cultural system. The constraints imposed upon literary poly-system
by its various semiotic co-systems (religious, political, socio-economic
etc.) contribute their share to the hierarchical relationship, which govern
it. Translated literature must be included in the literary poly-system in
order that its interaction with other literary systems may be studied. Whether
translated literature becomes primary or secondary depends, according
to Even-Zohar, upon the specific circumstances operating within the

poly-system:

The translated literature is itself stratified.
The hypothesis that translated literature
may fall into either a primary or secondary
category does not imply, however, that it
is always wholly one or the other. While
one section of the translated literature may
assume a primary position another may
remain secondary. Its position in a given
literary system depends solely on their

openness, towards other literatures or in
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the flexibility with which they negotiate
cultural differences.

(Even-Zohar, 1975:40-1)

According to Zohar, translated literature participates actively in
shaping the conditions, translated literature assumes a canonized status
and it will from an integral pairt ofinnovative forces in the receiving culture.
Seen from this point of view translation is not a phenomenon whose
parameters are fixed once and for all, but an activity dependent on
relationships within cultural systems. Such key concepts as adequacy
and equivalence cannot be dealt with fairly unless the implications of
poly-systemic positions are taken into account. Even-Zohar’s theoretical
framework remains useful for the development of an historical-relative

socio-cultural translation model in that it rejects normative approaches.

It was Guiden Toury who propounded the notion of translational
norms in his book entitled In Search of a Theory of Translation (1980).
His notion of what constitutes a norm is based on the research of
sociologists and social psychologists. The norms to which Toury refers
are not absolute, but socio-historical and can be used to characterize
“the horizon of expectations of the translator and his/her receiving culture”
(1980: 3)3. Guiden Toury refers to the notions used traditional rhetoric
such as omission, addition, permutation and substitution. The
reconstruction of translation norms from translated text themselves was

what Toury offered to the readers. According to him important conclusions
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about the change of norms can be drawn from the comparison of one ST

with several translated texts.

Ezra Pound’s theory of translation focuses upon the precise rendering
of details, of individual words, and of single or even fragmentéd images,
rather than assuming the single, unified meaning of the whole work.
Pound’s theory was based upon a concépt of energy in language. The
words on the page, the specific details, were seen not simply as black
and white typed marks on a page representing something else, but as
sculpted images words engraved in stone. Such as approach allowed for
more latitude for an individual translator’s response; the translator was
seen as an artist, an engraver, or a calligrapher, one who moulds words.
Pound’s emphasis was less on the meaning of the translated text or even
on the meaning of specific words. Instead, he emphasized the rhythm,
diction, and movement of words. Unconscious associations,
reverberations of sounds within words, and patterns of energies were

used to rejuvenate the translation poetics in the twentieth-century.

Pound’s theoretical position of translation involves being both inside
atradition and outside any institutionalized logic. In order to understand
the logopoeia of a text, the translator must understand the time, place,
and ideological restrictions of the text being translated. Pound asks
translators to allow themselves to be subjected by the mood, atmosphere,
and thought process of the text in time. Simultaneously, the mood and
sensibility in time and space is to be transported to the present culture for

the translation to become a contemporary text. Pound’s strong belief that
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not intuition, but knowledge of the language, History, and Economics
enables one to understand the classics, throwing much light into this field
of study. Pound had always kept his eyes on the following fundamental

principles.

1. Real speech in the English version.
2. Fidelity to the original a). Meaning
b). Atmosphere.

Although Pound used the term fidelity in
a humanist-idealistic fashion, he
broadened the concept to include
atmosphere as well as original meaning.
His term ‘atmosphere’ referred to both
contextual and inter-textual associations.
Pound clarified the importance of
contextual relations in his vehement
criticism of Rouse whenever the ceased
to locate the words in his history: “This
first page of book two is bad. I mean it is
just translation of words, without your

imagining the scene and event enough. ”
(Pound, 1950:271)

As words exist out of context, the translator must at all keep present
in the imagination; the context (sense) and the expression in that context

(event). According to Pound’s translation theory, meaning is not something
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abstract and part of a universal language, but something that is always
already located in historical flux - the atmosphere in which that meaning
occurs. The unpack that meaning one ahs to know the history and

reconstructed the atmosphere/milieu in which that meaning occurred.

For Pound, avoiding abstract concepts did not mean strict adherence
to linguistic aspects of the text, either. Pound did not focus on syntactical
connections, and, according to Hugh Kenner, “Pound even suggested
that a preoccupation with syntax may get in the translator’s way” (1971:
68). Pound’s writing on translation emphasized focusing on specific
images, individual words, fragments, and luminous details. His method
was modern; in so far as it emphasized juxtaposition and combination,
with a hope that the new configurations would react chemically, combining
into a new compound, and thereby gives off energy. Rhythms and diction

were more important than syntax.

The translator and/or poet are viewed as catalysts working with
specific, individual words. Each word with its etymology, its way of
combining, gives insight into new possibilities. In his book Contemporary
Translation Theories (1993) Edwin Gentzler reveals the illuminating power

of words for Pound:

Words, for Pound can cut other directions

than linear; they can cut backward,
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historically,and sideways, juxtapositi-
onally, as well as forward. “Syn”-tax gets
merged with “Syn”-thesize, or some sort
of putting information into a logical order
or a coherent whole, one which by its very
definition obscures the precision, the
details, and the specific images Pound so
desperately wished to preserve. As Pound
used translation as a tool in his cultural
struggle, so too have Euro-American
translators of the sixties and seventies used
translation to challenge prevailing tastes and
cultural conceptions in Western society as
well asto lend energy to the counter culture

movement.
(Gentzler, 1993; 28)

In her paper entitled, From Deconstruction to Decolonization: The
Political Agenda of Translation (1985) Ms. Barbara Harlow depicts
translation as “a strategy of cultural resistance” (1985:6) As a code-changing
activity it is related only to those types of translations in which the translator
seeks to retain as much of the foreign source-culture as possible, even at
the risk of being misunderstood by the receiving culture. This perception
of an aesthetics of resistance has the potential to derive a methodology

of translating word image into stage image and screen image.
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The obligation to forge intercultural image equivalences compels
the translator to look very closely at the original as well as to consider
carefully what alternatives he can offer in translation. Thereby, translator
is tested twice over. First, he is tested in terms of reception-what he
makes of the original text. The variants offered by the translators
sometimes misread the original- confirm that the original, like all good
poetry, seems to have more than one meaning. All the possibilities,
including the Wrong ones, should be apparent to the translator before he
chooses one which seems to him most apt, not only for the single word
or a particular line but for the entire poem. Such scope for multiple choices
will happen also with prose and dramatic texts, though perhaps not to the
same extent as with poetry. Particularly with speech as represented in
prose fiction or drama, a mishearing of the tone of the speaker’s voice
can set in motion a whole chain of misrepresentations of the speaker in

translation.

The second testing is of the translator’s command of the two
languages involved- that of the original (SL) and that of the translation
(TL) - especially where the latter is concerned, in terms of transmission.
The greater his resources in the latter, the greater are the chances of his

being able to transmit what he has received of the original text.

This study makes the hypothetical preposition that translation is a
creative process of negotiation between two or more sets of cultural
codes and systems. Then, this obviously involves the production of

transcoding different cultures, and not just solely as the result of a crossing
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of linguistic barriers. Translation, here, is construed as not a matter of
equivalence or synonymy, but rather one of differences and shifts, since
it entails a goal-oriented decision making process of inter-lingual, inter-

cultural and inter-semiotic negotiations.

Hence the process of creative rewriting and decision-making would
attempt to tackle the problematics of gender-ideology of resistance in the
text of Sharon Pollock and so assert the central function of translation as
a shaping force. Along with the inter-linguistic stratification, the objective
of translating images on the stage is sure to open up new horizons of
Indo-Canadian trans-cultural understanding through inter-semiotic

trajectories.

The methodology of aesthetic transference of cultural sign systems,
in the last instance, paves the way for building up a series of translations
apart from the inter-lingual one. The play Blood Relations went through

multiple transfigurations culminating in digital actualization.

The inter-lingual transference based on the translations of a
specifically Canadian Reality into Blood Relations by Sharon Pollock
reaches the intercultural level of performative transfiguration on the stage-
in the Indian / Kerala context. This act of research-oriented performative
transference in the Malayalam context originates in concretising cultural
and ideological inter-locking that takes place in the social context of the

Kerala Audience. This process pre-supposes an interactive situation, a

53




“theatrical and digital enunciation which makes the sharing of systems of

verbal and non verbal and digital signifiers possible”.

The intercultural semiotics of theatre performance in the presence
of an audience and the capturing of the digital text through a camera get
activated to design athird world aesthetics of translation. This translatory
- process determines the codification of an alphabet of resistance rooted
in all human actions of translating reality. Thus the intercultural theatre
research provides elements for a theory of code change that is based on
historically determined principles of performative acts of liberation. The
inter- lingual translation of Blood Relations - The Canadian-the guide with

Indo-Canadian specificities and specializations.

The performance aimed at the centres of higher education in various
universities of India necessitated the play to be actualized in English. The
attempt was to present the performance at various international
conferences. It was a micro-level analysis of the source language and
target culture. The linguistic translation meant for getting inroad to the
Canadian mental scape . Linguistic translation was primarily meant for
capturing the cultural interiors of specifically Canadian consciousness.
The process of play production along with the student director who got
evaluated the performance for the semester examination to be presented
in front of an external examiner and the invited audience consisting of the

press.
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The written word as lithographic images construct multiple image
patterns on the stage encapsulated in the stage performance modules as
part of the semester project of the students of the school of Drama and
Fine Arts, University of Calicut, during the year 2003. The transference
of English lithographic images of the play to that of the target language,
Malayalam was the first stage towards the performative image building
system. The process can be charted out by way of inter-semiotic

procedures as explicated:

The translation of idioms takes us to a stage further in considering
the question of meaning and translation, for idioms, like puns that are
culture - bound. The idioms, expressions and phrases such as socking
up the ambience, Attila the Hun, fed to the teeth, spare room etc. provide
practical examples of the kind of shift that takes place in the translation

process:

The Actress holds out her arms to

Miss Lizzie. They dance the latest “in”
dance, a Scott Joplin composition. It
requires some concentration, but they chat
while dancing rather formally in contrast

to the music.
(Blood Relations : 17)
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The image conjured up by this sentence is somewhat startling and,
unless the context referred quite specifically in the ST be transmigrated,
the whole visual context would seem obscure and virtually meaningless.
The Malayalam idioms that most closely correspond to the English may
not be fully translatable and may also become obscure unless used

idiomatically, and hence the translated narrative becomes:

MsSlv3es 006600 elmlwles emae mis]
M3. MOMSEIVINA! aBYUIo ERWITSH2IW
DVH2820Q GRORMIMo MV all il ©HIM
@RWIMS: M)OMEIIOUICles GRAUIA alau
S3UWeN3M]. ME&Ig R lea) @reinlo
((RAVEWINS 6121 EMBMIOEMESILIZo QI H,
M Noooulasalal Grad MomIGlLen]
mzes.  M)OMMoIOOTIM HaldRIOM6)
S0 R1ONW@s.

(Blood Relations : Tr. 5)

Both English and Malayalam have corresponding idiomatic
expressions that could render the idea of squeezing up from the situation,
guest room and cultural images that picture devil to the children and so
on. In the process of inter-lingual translation, one idiom substituted
illustrates the stages involved for another. That substitution is made not
on the basis of the linguistic elements in the phrase, nor on the basis of a
corresponding or similar image contained in the phrase, but on the

functional principles of idiomatic trans-creation. The SL phrase is replaced
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by a TL phrase that serves the same purpose in the TL culture, and the
process here involves the cultural trans-substitution of SL sign for TL
sign. The observations about the problems of translating metaphors are
interesting when applied also to the problem of tackling idioms. Radolph

Quirk makes it clear:

Since a metaphor in the SL is, by defini-
tion, a new piece of performance, a se-
mantic novelty, it can clearly have no ex-
isting ‘equivalence’ in the TL: what is
unique can have no counterpart. Here the
translator’s bilingual competence is of help
to him only in the negative sense of telling
him that any ‘equivalence’ in this case can-
not be ‘found’ but will have to be ‘cre-
ated’. The crucial question that arises is
thus whether a metaphor can, strictly
speaking, be translated as such, or whether

it can only be ‘reproduced’ in some way.

(Quirk, 1974:25)

As examples of some of the complexities involved in the inter-
lingual translation of what might seem to be uncontroversial items, consider
the question of translating blood relations and my love into Malayalam.
This task would seem, at first glance, to be straightforward. For

blood relations and my love, the proper Malayalam translation is
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esmenirwemsyd and ogoad mSemanea! So, for example, the translator,
faced with the task of translating blood relations and my love into
Malayalam must first extract from the term a core of meaning. The stages

of the process, following Nida’s diagram, might look like this :

SOURCE LANGUAGE RECEPTOR LANGUAGE
‘BLOOD RELATIONS’ O BTETLEIRCD"

l 4

DECISION TO DISTINGUISH
E EARTH
MOST INTIMATE RELATIONSHIP ON TH DECISION TO DISTIN 2
I OF HUMAN RELATIONSHIP
» TRANSFER > l
SOURCE LANGUAGE RECEPTOR LANGUAGE

‘MY LOVE® ‘o

: ¢'

INTIMATE GREETINGS IN THE MOST DECISION TO DISTINGUISH
PERSONAL CIRCLES BETWEEN DIFFERENT FORMS
t OF GREETINGS
-+ TRANSFER > J

The phrases blood relations and my love have been replaced by
phrases carrying the same notions. Jakobson would describe this as inter
lingual transposition, while Ludskanov would call it a semiotic

transformation (Ts):
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Semiotic transformations (Ts) are the
replacements of the signs encoding a
message by signs of another code,
preserving (so far as possible in the face
of entropy) invariant information with
respect to a given system of reference.

(Ludskanov, 1975:5-8)

In the case of blood relations the invariant information is the most
intimate relationship on the earth while in the case of my love the invariant
is the intimate greetings in the most personal circles. But at the same time
the translator has had to consider other criteria, e.g. the existence of
culturally practiced terms, the stylistic function of stringing affirmatives,
the social context of greetings - whether telephonic or face to face, the
class position and status of the speakers and the resultant weight of a
colloquial greeting in different societies. All such factors are involved in

the translation even of the most apparently straightforward word.

When translating dream thesis into Malayalam there is a straight-
forward word-for-word substitution: dream thesis in Malayalam means
aulaimavieboamoe Both dream thesis and auinimmilavoao describe an
abstract concept. And yet within their separate cultural contexts, dream

thesis and aulaimailevoamo cannot be considered as signifying the same.
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The plays of Shakespeare have been regularly adapted to various
cultural settings from time to time. Normative theorists would simply
regard such translations as ‘horrible mistakes’, since they are concerned
with the evaluation of translations only on the basis of their own pre-
established criteria; they can only tell us whether they are good or bad
according to their own time - bound rules. Normative approaches offer
no insight into the specific rationale behind such practices like the renowned
Shakespearean translations. Paying attention to historical and cultural
constraints on translation, however, makes us more aware of the reasons

behind translator’s decisions.

Shakespeare is much performed and appreciated in countries other
than England. The foreign spectators, most often, receive the translated
Shakespeare in their own languages and culture with greater intimacy.
The experience of modernity involved in such productions demonstrates
the goal-oriented socio-cultural nature of translations. The linguistic as
well as semiotic translations of Shakespeare done in various languages
and cultures at different time periods have rendered Shakespeare
differently. Those attempts cannot be termed as intercultural or inter-
semiotic aberrations. A descriptive, historical model of translation goes
beyond questions of whether and to what degree a translation matches an
original; it investigates the underlying constraints and motivations that
inform the translation process. This involves the three dimensional
translation processes specifically from a drama text to theatre performance
text to the screen play-text. The theoretical foundations and the process

of translatory restratification in relation to Blood Relations absorb the
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fundamental principles of a creative urge inbuilt within the act of multi
cultural human-ness. It is an act of transmigration of language culture
specific, image systems and the contemporaneity of the digital technology.
The bye-product of this multiple acts of translation obviously becomes

one that is composed of resistance and mutual co-existence.
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CS

TS

SL

TL

ST

TT

Ts

List of Abbreviations

Cultural Studies
Translation Studies
Source Language
Target Language
Source Text
Target Text

Semiotic Transformations
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Blood Relations and Other Plays

C. A. Bijoy “The Plays of Sharon Pollock: Cultural Assimilation vis-a-vis
Linguistic Restratification and Theatrical Actualization ” Thesis. School of
Drama and Fine Arts, University of Calicut, 2007



Chapter 11

Blood Relations and Other Plays

Canadians have this view of themselves
as nice civilized people who have never
participated in historical crimes and
atrocities... But that view is false. Our
history is dull only because it been has
dishonestly expurgated.

(Hofsess, 1983:3)

Walsh, premiered at Theatre Calgary in 1973 brought Sharon Pollock
national attention and The Komagata Maru Incident, produced in
Vancouver play house in 1976, established her as a passionate playwright,
who, for the first time in Canada’s history brought forth the most
disturbing thoughts about Canada’s treatment of aboriginal people and
about its relations with the United States. The signiﬁcance of these two
plays rests on her irresistible female unconscious that goes deeper into
the totality of the creative output. The reverberations of these radical
outbursts of resistance continue throughout in her radio and TV
productions and give her a distinct Canadian identity of her own, in the

modern contemporary Canadian Theatre.

63



Pollock herselfhad illuminated these unconscious layers in building
up a paradigm of gender-centred dramaturgy. She uses the signifying
image of a diamond to explicate the immense possibility lying embedded
at the core of any event or story-line and give options of looking at it

from unconventional and personalised angles of vision:

It’s as if truthfulness when you’re writing
about life is a big multi-faceted diamond.
I am standing in one place, and I am the
result of a certain time and place and
experience, and I have a flashlight. If1
never try to expand those boundaries I
can only hold my flashlight one way, shine
it on one part of the diamond. By being
aware of how I do see through certain
eyes and in a certain way, I get to expand;

I get to be able to move the light.

But I can’t go all the way around that
diamond. So when I tell the story of
Walsh or Sitting Bull, I may be shining my
flash light on a certain portion of that
diamond. The First Nation Person who is
beside me is in a different place, but in the
same position I am. I suppose when you
have many writers attacking the same

story, you get the entire diamond lit up.



I think that I can write a story so long as I
find a way within the structure of the story
to acknowledge my angle of observation.
I’m the result of my middle class, white
upbringing in a conservative part of the
country, in a racist country, in a colonized
country, next to the largest, most powerful
country in the world. I am aware of that
I try to educate myself and sensitise
myself to how that has formed me, so that
I can understand and overcome the
limitations that it’s put on me - but to
believe that I could ever manage to get rid
of all that is a great lie.

(Airborne, 1999:100-101)

The dramatic visions of multiple perspectives that emerge from
Sharon Pollock’s observations are replete with the specific kind of feminist
ideology. Every event is seen through a feminist “Flash Light” focused
as if on a multi-faceted diamond. Pollock’s obsession with the past is
another pointer towards her continuous search for investigative production
of reality that encompasses her major works. Walsh, Generations, The
Komagata Maru Incident and Blood Relations in particular are evidences
of this gravitational pull within herself. Speaking of Walsh, which is
Pollock’s first play drawn from history, she observes: “I read history
because I love history, I began with an interest in Walsh as a character, as

arebel. Then I discovered John A. Mac Donald had written:
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‘If words will not prevail with the Siox,
hunger will’. I was angry at my own
ignorance and that the historians hadn’t
told me. I didn’t know about the
Komagata Maru either, and something like
it would happen now. And I might know
about it.

(Lecturer, 1976: 17)

The revelation of Pollock in relation to Walsh contains the authorial
conceptualisation of relegating the unacknowledged silences in Canadian
History. Most of her contemporary writers had this concern for the

neglected historical truths. As Malcom Page observes;

In Walsh, Pollock looks at the greatest
Canadian Myths, the mounties, those
glamorous red-coated heroes. She is
disturbed most specifically by the
treatment of Indians, which is part of her
message for the present.

(Malcom Page, Fall, 1979: 104-111)

The director of the Calgary Production of Walsh, Harrold Valdridge

commented:




I believe we have made our audience think
about our responsibility to and our
responsibility for the modern-day
problems of the Plains and Woods
Indians. I think that not one of us will ever
be able to regard a drunken Indian on the
street corner in quite the same way.

(CTR, 120)

Pollock’s multiple montage of broad panorama of the prairies in
the 1870s speaks the hidden language of the history of Indians enmeshed
in the historicity of the flight of Chief Joseph and the Nez Perce, the death
of Crazy horse, the disintegration of the Buffalo herds, the projection of
Chief Sitting Bull and his Sioux into Canada and the tragic finale of the
killing of Sitting Bull. The minimal settings of the scenes of the Police
Fort, Walsh’s Office, a store room, Indian settlements in the opén prairie
are part of the multiple stage designs of the play. Representative characters
of'the various groups appear within the frames of historicity. Mrs Anderson,
the pioneer settler ; Crow Eagle and White Dog, the Canadian Indians ;
Louis, the Metis, Clarence, the new Mountie Recruit, also appear as distinct
realities of the Canadian past. The two-dimensional conflict between Walsh
and the Sitting Bull on the one hand and the turbulance within Walsh
himself remains as the matrix of action of the play. Pollock dramatises the
eventful four years of Sitting Bull’s life in Canada and Indian’s way of
life as the backdrop. Louis, the Metis, sums up the whole process of

domineering decision-making mechanism taking place in Ottawa, London
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.and Washington, powerfully and meticulously as if bursting forth from

the interiors of the Canadian-Indian psyche :

Take All da books, da news dat da white
man prints, take all that bible book, take
all dose things you learn from - lay dem
on da prairie - and da sun... da rain... da
snow... pouf ! You wanna learn, you study
inside here [taps head]... and here [taps
chest]... and how it is wit’ you and all
[indicates surroundings]. Travel ’round
da Medicine Wheel. Den you know
something, (27-28)

Pollock’s ‘Flash Light’ that falls on the Indians at the end of the
play reveals the Mounties ambushing a train, behaving like Indians on

movies.

Pollock paints Walsh as the most appealing figure for the
presentness of the past of the play. Urjo Kareda declines to accept the
common place notion of Walsh as ‘the victim of circumstances’ over
which he has no control and instead proclaims that “the characterisation
of Sitting Bull himself is a catastrophe, a portrait of the noble ravage,
so noble and pious and dignified that he has no reality.” (Toronto Star,
2000: 25). Kareda emphatically rejects the notion of Sitting Bull as mystic
and Shaman,; he is full of humanitarian feelings while loyal and dutiful.
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Walsh is rightly considered as the most powerful of Canadian
historical plays. The crisis within Walsh consists of the conflict between
duty and principles. Sharon Pollock’s interaction with the past resulted
in involving a design of masculine identity with its multiple dilemmas of
existential anguish. What matters is not just a documentation of history
as such, but a resurgence of humanistic values destroyed once and forever
by the dominant forces of the so-called ‘civilized’ modernities. It is
specifically a female vision reminding us of the elemental mother’s
lamentations over the destructions of her offspring of the past-a funeral
of civilization-and thereby the play becomes a celebration of survival and

resistance at man’s inhumanity against man, as well.

Sharon Pollock desires to be identified with the radical alternative

rather than mainstream theatre. In an interview it becomes quite evident:

I don’t feel a part of the theatre community.
I’m glad I’m not - they have a tunnel vision.
I want community link-ups, to the Sikh
Community, for example... I think I am
writing for people who never go to the
theatre... | see what other people see but
don’t recognize, like the poor. That is my
job as an artist.

(Pollock, Interview 1977:17)
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Pollock’s return to the fossilised and neglected Canadian pastness
inT he Komagata Maru Incident was staged at Vancouver East Cultural
Centre in January 1976, on the night the ship Komagata Maru brought
376 East Indians to Vancouver in May 1914. Sir Richard Mc Bride, the

BC Premier, proclaimed:

...to admit orientals in large numbers
would mean in the end, the extinction of
the white people, and we always have in
mind the necessity of keeping this a white
man’s country.

(Purgason, 1975:10)

The ship remained in the harbour for two months during which,
racist feelings grew and various legal proceedings occurred, and eventually
was forced to leave. Pollock’s treatment of this incident makes a major
shift towards the emotional plains of inhuman segregation than factual
aesthetics as happened in Walsh. She has made it very clear that her
theatre now “hit people with emotions” in the context of writing this play.
She says: I am trying to avoid the documentary flavour, because to

understand the people of the situation, mustn’t be put across. (19)

The play reveals the shame of Komagata Maru. For Pollock,
The Komagata Maru Incident is a dramatic metamorphosis of a historic
event reflected through the illusions of the stage and the creative insights

of a playwright. Freedom with time and space is taken for the purpose of
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emotional insight of the audience placed in the present. And , as Pollock

wrote in the programme note of the play:

...to nowhere we are going, we must know
where we have been and what we have
come from. Our attitudes towards the
non-white peoples of the world and of
Canada is one that suffers from the
residual effects of centuries of oppressive
policies which were given moral and
ethical credence by the fable of racial
superiority... The attitudes expressed by
the general populace of that time, and
paraphrased throughout the play, are still
around today and, until we face this fact,
we can never change it.

(Malcom, 1999: 19)

The nucleus of The Komagata Maru Incident rests on William
Hopkinson, the Immigration Department Official, characterised as an
undercover spy who disguises himself as an East Indian. His duty is to
detect seditions. Hopkinson is Half East Indian who for the sake of
white domination repudiated his past. He acts more Canadian than the
‘real’ Canadian. Walsh’s crisis bewteen duty and principles is relegated
in Hopkinson and he is brutally murdered by a Sikh in the port house at
the end of the play. The transcreation of the incident is more subtle than

in the case of Walsh. As Malcom Page observes:
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the incident with its ramifications and
continuing implications is approached
obliquely and master of ceremony,
a greecy barker and magician with gloves,
hat and cane, plays various parts, gives
explanations, manipulates his characters
and suggests a carnival mood.

(Malcom Page, 1979: 20)

Hopkinson, known as T.S., stands for the system. The master
image of one woman, with an unseen child and characterized as dignified
but pathetic remains as if in a cage at the back of the performance area,
represents Pollock’s diamond metaphor on which the authorial flash light
falls. She represents the broken-hearted East Indians. Pollock makes the
woman re-enact the part played in racism by fear and ignorance, and
flash forward the unscrupulous injustice, pushing the ship and the people

away from the shores to the nightmares of the turbulent sea.

In the play, the translated historical event portrays three women
among the all male casts as projections of her feminine commitment against
the politics of exclusion and segregation. As Ann F. Northof critically

observes:

In Walsh and The Komaganta Maru

Incident political or ethical principles are
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modified to serve basically acquisitive
impulses, and government policy
expresses the entrenched bigotry and
greed of an established population,
all immigrants or the descendants of

(Northof, 2003: 81-82)

Pollock herself, for the first time in the history of Canadian Theatre,
recognizes history as mythology, a master narrative consolidated by those
in power to sustain and justify the power. She says in the tone of a
demythologizing historiographer that “as a Canadian I feel that much of
our history has been misrepresented and even hidden from us. Until we
recognize our past we cannot change our future.” Playwriting for Pollock
becomes an ongoing process of re-making history, of making it anew; at

the same time shattering the myth of Canadian moral superiority.

The play Generations visualizes the conflictual relationship between
land, individual and family belonging to three generations of Nurlin farmers
on the prairies. The play goes beyond to reach the intricate layers of
socio - cultural and political life of three generations. Thus, it encorripasses
the multiple perspectives on family relations, changing times and value
systems. Unlike Walsh and The Komagata Maru Incident there is a
sudden shift in the focus on interpersonal relationships and the dilemma

involved in choosing a career.
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In Generations we witness an accentual shift in Pollock’s works;
from big socio - cultural issues to the characters on whom these issues
have their impact. In doing this, Pollock gains an almost Checkovian
approach of letting the texture of people’s lives speak indirectly about

the forces affecting them.

As exemplified by Robert C. Nunn there is a strong shift in the
angles of perception compared to Walsh and The Komagata Maru

Incident.

It is not at all a matter of dropping her
concern with lérge social issues - certainly
in Generations the impact of government
policy on the survival of the family farm
on the prairies is big enough.

(Nunn, 2001 : 7)

The set of the play text suggests a grand design within which “the
omniscient presence and mythic proportions of the land”, where a farmer’s
family finds itselftorn down through generations, being overpowered by
the challenges of changing times. Hence the land itself becomes the major
protagonist of the play and the individuals within the span of three
generations perceive it in differing dimensions. For the ancestral

“generations, land is “a monster” that man had to “wrestle and fight” with

and for the Native Indians it was a woman “to be wooed and won.” But
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the hidden female subtext of the play enunciates the traumatic questions
on subjugation of female identities in a strikingly subtle manner. The
woman’s presence is maintained as authorial resistance energy modules

and an urge for radical alternatives functions as the vital aesthetics.

As specifically observed by Prof. Santhanam, a renowned Pollock

scholar of India:

All the family plays of Sharon Pollock
have feminist dimensions, along with the
treatment of social and political issues.
All her plays are full of social comment
but in the foreground is a close focus on
the connection between private and public
life. In the Canadian context, we come
across mainstream Canadian writers
challenging the dominant British /
American tradition, thus paving the way
for establishing a true Canadian literary
ethos. In the same way, women writers,
too, have challenged the male power or
patriarchal control in their effort to achieve
a woman- centred writing. Sharon Pollock
has certainly succeeded in her efforts
towards furthering the process of literary,

political and cultural desalinization.”

(George, 2001: 160)
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The visual narrative of the play holds on to the axis of a strong bond
between two farmers, Old Eddy and Davis. The inherited farmland with
all its emotional underpinnings activates the tragic dimensions of three
generations. The major focal point is on the two farmer brothers, David
and Young Eddy. The inherited value systems enveloped by the longing

for land generates the dramatic structure of the play.

The contrast between the unconditional acceptance of a fatalistic
intimacy with the farmland and the incessant urge to get away from the
nostalgic network of the past connected with the land enables the
playwright to construct an alternative theatrical design. This deconstructive
act of Pollock on the past and the present of the farmland and the innocent
individuals placed as on a chessboard pulls the play towards a specifically
constructed feminist perspective. The voice of Pollock “paints the
background” and the character Bonnie sums up the syllables of resistance.
Bonnie criticises Margaret for her willing acceptance of this subservient
role she plays and also allowing her husband to take a decision concerning

the entire family, Bonnie says:

I’ve never seen you once disagree...
cooking and cleaning and agreeing... Don’t
you get tired of doing that?... I could
never...I don’t want to do that...I...marvel
atyou...I don’t admire you...how can you

submerge yourself in all this. Be nothing

76



but...an extension of this...I would not

want that to happen to me.
(George, 2001: 160)

Daine Bessai challenges the notion of the most dominant subtext
of the feminist unconscious of the play, centered on dependence and

identity. She observes:

The main theme of the play (the only
naturalistic stage work to date) is the tie
of the land as it affects the three
generations of Nurlin farmers from old
Eddie, the pioneer, to his grandson David
who is expected to carry on the family
traditions rshows every indication of
wanting to do so. The woman’s question
enters through David’s girl friend Bonnie,
alocal school teacher who is infected with
rather undefined aspirations for a different
way of life. If Blood Relations deals with
the condition of female oppression, then

Generations refers to its prevention.
(Bessai, 2000:59)

Diane Bessai further speaks about the urge of women to liberate

themselves from the oppressive system of subjugation. She projects the



character of Bonnie to represent the new woman of our times who walks
away from the traditional life of the exploited and desperate farmwoman.
Her visual representation of her country as one ‘that uses people up and
wears them out and throws them away’. The dramatic picturisation of
the prairie landscape gains an abstract and mythical dimension through
the three generations. The Native Indian way of looking at the dreamy
farmland as an elemental woman seeks to fulfill the authorial urge to
resist masculine dismemberment of the body and soul of land and woman
at the one and the same. The feminist visual ideology of macroscopic
dimensions portrayed in the major plays Walsh and The Komagata Maru
Incident enter another level of the stage by microscopic movement

patterns linked with land, individual and family value systems.
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On Transcoding Blood Relations;
A Stage - Performance Praxis
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Chapter III

On Transcoding Blood Relations;
A Stage - Performance Praxis

Lizzie : I am supposed to be a mirror... I am

supposed to reflect what you want to see!

I want to die... I want to die...But

something inside says ‘NO’. I can do
anything.

(Pollock, Blood Relations : 17)

The actualization of Blood Relations on the stage by the theatre
students of the School of Drama and Fine Arts, University of Calicut,
took place on 13th April 2005. Four weeks of rehearsals consisted of
re-writing the source text and the editing of visual and oral configurations.
The student directorial work and the research orientation given to it
structured the inner sub-textual silences. The female as a translated text
revealed immense possibilities for explicating the theme of Blood
Relations. The representation of subjugation as physicalised by

Miss Lissie seems to connote the centrality of the structure of the play.
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The voice of the marginalised female text represented by the female Lizzie
articulates the voice of the voiceless in the play, even when her voice is
that of a translated text. What is aimed at is the representation of the
visual dynamics of the female textuality, which is never considered as
original. It inheres the objectivity that surrounds the human condition

where gender equations and inter-textuality coalesce.

This research oriented re-writing of the play gets exemplified in
the visual text of performance. The ordering of the visual images done
through scenic divisions, beginning with Lizzie at the centre stage and
all other actors as backdrops form the matrix of the total frame. The
scene one of the performance text is thought of as the
mis-en-scene of the image system of performance and hence the
production script. The directorial re-stratification of the source text got

finalised through the process of actualisation as explicated below.

The reading of the source text in English and the target text in
Malayalam knowing the author and her creative source text became an
integral part of the reading sessions. Inter cultural theatre praxis and its
historical representations were part of the inter-lingual reading sessions.
The inter-semiotic cultural assimilation vis-a-vis linguistic restratification
and theatrical actualizations got underway through interactive discourse.
The major problems raised in these reading sessions centered on cultural

equivalence and theatrical amalgamations.

The performance group consisting of twenty students including the

technical crew worked under the leadership of a student director in close
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association with the researcher and the research guide in designing the
base and the super-structural scaffolding of the performance. The
designers of stage, set, light, music, costume and make-up collaborated
themselves with the student director in charting out the plotting and

editing, in consultation with the total group of student performers.

- Translating the body culture inscribed in the source text underwent
a process of transformation towards the target body culture, language
and grammar. This long-drawn process along with the transference of
gender dynamics within the source text prompted the actors to improvise
the dramatic situation from a translatory perspective. The syntax,
semantics and phonemic transcribing of the target text into the totally
different image building systems remained as the matrix of the actor’s
improvisation. Verbal and non-verbal performance patterns emerged as

intersemiotic structures of performance as part of the process.

The designers of music, stage settings, lighting, costume, and make-
up also went through the crises of translating a target text and its
determinants. Audio-visual images grew out of the interactive
configurations and enlightened the target image systems evolved through
four weeks of rehearsal before presentation. This performative trajectory
reached a point of intersection in the context of a presentation before a

theatre experienced spectators.

The documented version of Blood Relations done by the theatre

students of The School of Drama and Fine Arts and the Higher Secondary
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Students of St.Thomas HSS Malayattoor provides visual evidence to
construct dynamically inherent structures of feeling in an alien culture.
The aesthetics of translation from a third world perspective
generates multiple indicators of human struggle and emotional
adjustments. Translation studies, thus becomes an act of creation in itself.
The multiple levels of transgression into the target cultural space

heightened the intensity of inter-cultural visual research.

The production script of the play that follows projects the inter-
cultural process of signification. The restratification of the thematic
progression of the play text exemplifies the intricate mechanism of inter-
cultural give and take. The sequential ordering of the performance text
and the performance photographs are based on gender-cultural
expressivities. The violent female with a blood-stained axe in her hand
symbolises a warning signaling system that transgresses into the domains
of masculine suppressive power. The duality conflict implicit in the
character of Miss Lizzie Borden is exposed through the impersonation
of a female personae being enacted by a male actor. Lizzie is translated
here as both the male and female in one and the same. This gender-
cultural body hybridity reveals the whole spectrum of female
empowerment at any cost, whatsoever. The performance text speaks for

itself this relation of Sharon Pollock violent femininity.
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Blood Relations
A Stage Performance Script

My consciousness is Jewish, its Jewish
consciousness and I think I'm a flower in
somebody else’s garden. I'm different
flower and my selfhood and my ‘other-
ness’1sing about...Judaism, the Judaism
1 know, the Judiasm I was taught, is a Ju-
daism which is life-oriented, which cel-
ebrates life, because it is all we’ve got,
because beyond life is somebody else s re-
sponsibility. We have to do the best we
can with life, after which no amount of
whining or prayer will make very much
difference.

(Rajashekar, 2000 : 19)

(The script of Blood Relations, a School of Drama Student Presenta-
tion, actualized at School of Drama Studio Theatre, at John Mathai
Centre, Aranattukara, Thrissur University of Calicut, on 15th April
2005.)

Scene 1

The play production of Blood Relations begins thus: After the third bell,
all the characters of the play are seen seated in their full costumes
amongst the stage settings, as part of the scenic design. A misty

blue light falls on the whole settings. Strains of music slowly fill the
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atmosphere.

Light falls on Miss Lizzie Borden. She is at the centre stage,

sitting with the Holy Script in her hands. She is reading silently.

Voices are heard from among the actors. Lizzie slowly lifts her head and

looks at the audience. She hears...

Voice 1
Voice 2
- Voice 1
Voice 2

Voice 3

Lizzie... You are not innocent.

You did the crime, Lizzie.

Did you Lizzie? Did you?

You are guilty. You are not innocent, Lizzie.

You should be punished, Lizzie.

The utterances culminate in a Chorus Song of all the actors on the stage.

Lizzie Borden took an axe

Gave her mother forty whacks

When the job was nicely done

Gave her father forty-one, forty-one, forty-one!!

Miss Lizzie, unable to bear the accusations, yells out looking straight.

Lizzie :  Stop it, Stop!

She slowly gets up and the soliloquy begins.

Lizzie :  Since what I am about to say must be
but which contradicts my accusation
and the testimony on my part no other
but what comes from myself, it shall

scarce boot me to say not guilty. But if
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powers divine behold our human action
as they do, I doubt not than but
innocence shall make false accusation
blush and tyranny. Tremble at... at....
at...tremble...at...bollocks... Tremble at

patience, at patience...patience!

Slow fading of music and light fills the back dfop. Black out.

Scene 2

Slow fade in of light. The actors and Miss. Lizzie were seen seated on the

dining table.

The Actress enters.
Actress
Lizzie

Actress

Lizzie

Actress

Lizzie
Actress
Lizzie
Actress
Lizzie

Actress

Good morning, Lizzie.

Good morning.

Would you like to have a cup of tea?
Which is proper?

Proper?

To pour the sugar first to tea or pour the
tea first, then the sugar and one is
proper.

I don’t know “sugar”?

What happened in Fall River in June?
Yes nice, nice in June.

Oh! Not in June, but in August...

We could have met in Boston.

Ok, leave it Lizzie. Yesterday one thing
happened. We went for a show.
The show was late. So we went out to

have tea. There we met some children
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Lizzie

The Actress sings rhythmically.

playing with a rope. They were
singing... Oh! I forgot what they were

singing... Oh! I remember.

What?

Lizzie Borden took an axe

Gave her mother forty whacks

When the job was nicely done

Gave her father forty one, forty one, forty one!!

Lizzie
Actress
Lizzie
Actress
Lizzie
Actress

Actress

The Actress consoles Lizzie.

Actress

Lizzie

Actress

Did you stop them?

No, I didn’t stop. Why should 1?
Did you tell them I was acquitted?
No.

What did you do?

I just shut the windows.

A noble gesture on my behalf.

Lizzie, you are so depressed, shall I
play the music for you?
Yes. Sure.

Come on, Lizzie, let us step together.

They step together in a most intimate dance in tune with Scot Joplin's

Composition - They dance for a short time. The Actress switches off the

song. They stop their dance.
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Actress
Lizzie

Actress

Lizzie

Actress

Lizzie

Actress

Lizzie
Actress
Lizzie
Actress
Lizzie
Actress
Lizzie
Actress
Lizzie

Actress

Lizzie

Actress

The Actress smokes.

Your spine is so strong, Lizzie.

Why did you say so?

They said you have the strongest

back bone.

Did they?

The reports of the day say that you
have the strongest spine.

Yes, that was ten years ago.

Can you recall the day; you were only
Thirty Four then.

Yes [ was.

It happened here, in this house!

You are leading......... ?

I know that.

I don’t think my spine is erect, then or
now, do you?

Lizzie......... Lizzie.

What?

Did you?

Did I what?

You never tell me anything, you are
always hiding something from me. You
know you are so close to me.

Oh, yes. I tell you the most personal
things about myself, my thoughts, my
dreams....

But never that one thing.
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Lizzie

Actress

-Lizzie

Actress

Lizzie
Actress
Actress
Actress
Lizzie
Actress

Lizzie

Actress

Lizzie

Actress

The light fades out on the stage.

Don’t smoke, it stinks.

I’ll tell you what I think... I think...
that....you always paint the background
and leave the rest to my imagination.
Did Lizzie Borden take an axe? If you
didn’t, I should be disappointed... and
if you did, I should be horrified.

And which is worse?

To have murdered one’s parents or to
be a pretentious small town spinster?
I don’t know.

Why are you so cruel to me?

Oh! I'm teasing, Lizzie. I’'m just teasing.
At game.

What?

A game? .... And you will play with me.
Alright.... a game.

Let me think. We had a maid then,
Bridget. There she was in the court room
in her new dress.

Do you swear to tell the truth, the whole
truth? Nothing but the truth. So, God
help you.

I do, Sir.

Would you please give the court your

name and occupation?
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Scene 3

Slow fade in of light. The Actress enters. Light falls on the Defense

that emerges from the upper stage and asks.

Defense

Bridget
Defense
Bridget

Defense

Bridget

Light fades out at the Defense.

Scene 4

And occupation...?

I’m like a housemaid, sir; I do a bit of
everything.

How long have you been in Fall River?
Well now, about five years, sir.

You tell the court your impression of
the household.

Well, the man of the house Mr. Borden
was tightwad and Mrs.

Borden was rightward and Mrs.
Borden.... still she helped me with
dishes and things.

Bridget alone is seated at the centre stage. She is engaged in washing

the plates and arranging the table etc. Harry enters stealthily reaches

behind Bridget. Harry embraces and kisses her without her consent.

Bridget

Harry
Bridget

Harry

Bridget

Get off with you.

Oh! Bridget haven’t you missed me?
No. I was suffering of you.

Ha... ha...ha!! Do you want to see my
end, my sweet heart?

You are a dirty old man. Get off with

you.
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Bridget dumps a glass of water on his head.

Bridget enters.

Harry

Bridget

Harry
Bridget

Harry
Bridget

Harry
Bridget (lightly) :

Harry
Bridget

Harry
Bridget (laughs)

Harry
Bridget

Harry

Oh! You’ve soaked my shirt; give me
my kiss, my sweet heart.

Did Lizzie know you are here?

Oh! Why do you bring her up?

She doesn’t know then you don’t learn
anything from me or Lizzie, do you?
Oh, leave it, listen here.

When did you get her father to sign the
rent from the mill house over to your
sister?

She is his wife, isn’t she?

Second wife!

But she’s still got her rights.

But I can tell you this. Miss Lizzie
doesn’t see it that way.

It doesn’t matter how Lizzie sees it.
She had thrown you out last time.

You mind your tongue. Get lost!

Yes, Sir. Would you like to have a cup
of coffee?

I told you... Hold your tongue and get

away.

Harry(sees breakfast) : What the hell is this? I said, is this

for breakfast?
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Bridget :  It’s the crusts for Lizzie’s birds.

Harry . What damn birds?
Harry :  Miss Lizzie loves Birds... Pigeons and
Doves...

What Lizzie doesn’t love is just me

and human beings.
Scene - 5
Lizzie enters.
Bridget :  Good Morning, Lizzie.
Lizzie : Is the coffee on?
Bridget :  Yes, Madam.
Harry : Well.....Ithink....... may be I’ll......... just
kill her damn birds.
Lizzie :  Well.... he is a silly romantic ass.
Bridget :  Oh! Lizzie. What a language! What

would your father say if he heard you?
Lizzie :  Well.... I have never said a word which

I didn’t hear from him first.

Bridget :  And what if Mrs. Borden should hear
you?

Lizzie : T hope and pray that she does hear.

Bridget :  Still what a way to talk of your mother?

Bridget hands over a cup of coffee to Lizzie.

Lizzie :  Mother... not mine, but step mother.

Bridget :  Still you don’t mean it, do you?
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Lizzie
Bridget
Emma
Lizzie
Emma
Lizzie
Emma
Lizzie

Emma

Lizzie
Emma
Lizzie
Emma
Lizzie
Bridget serves the breakfast.

Lizzie

Emma

Lizzie

Why don’t I? (Louder)She is a silly
ass, too.

Shhh... Lizzie your sister, she can’t
sleep in the last night in upstairs.

Oh! Please keep quiet, Lizzie. Please
keep quiet.

How can’t [?

You’ve been making a lot of noise.

It must have been Bridget or pots.

It didn’t sound like pots, sounded like
your voice.

May be you dreamt it.

What I heard is your voice. If mother
heard you, you know what she would
say?

She is not my mother or yours.

Don’t talk like that.

I’1l talk as I like.

I’mnot going to fight, I feel hungry, let’s
have the breakfast.

Bridget, Emma wants her breakfast.

Harry is back for a visit. You know what
happened last time when he was here!
No.

No? Papa was signing property over to

our step mother.
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Scene - 6

Emma

Lizzie

Emma

Lizzie

Emma

Lizzie

Emma

Mprs. Borden enters.

Lizzie exits.

Mrs. Borden :

Lizzie

Mrs. Borden :

Lizzie

Emma

Mrs. Borden :

Emma

Mrs. Borden :

Bridget

Oh Lizzie, they’ll hear you.

I don’t mind and care if they do.

Oh! Please don’t talk like that.

Papa’s worth thousand dollars and here
we are stuck in this tiny bit of a house
on second street.

If Papa didn’t save his money, he
wouldn’t have made his riches.

And... I don’t want to spend the rest of
my life licking Harry Wingate’s boots.

‘Papa will die one day.

Oh! Don’t say that.

What’s that?
Nothing.
Eh..?

I said nothing.

Morning, Mother. Is Papa up?

He will be down in a minute. What’s
wrong with Lizzie?

Nothing mother.

Has Harry come down?

Yes ma’am. And he has gone out back

for a bit
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Mrs. Borden :

Emma

Mrs. Borden :

Emma

Mrs. Borden :

Mr. Borden enters.

Emma

Mrs. Borden :

Emma

Mrs. Borden :

Emma

Mr. Borden :
Mrs. Borden :

Emma

Mrs. Borden :

Emma

Mrs. Borden :
Mr. Borden :

What’s wrong with Lizzie?

She may have been a bit upset because
no one told her that he was coming. |
Do you think my brother needs to take
permission from her to be here for a
visit.?

No mother, nothing like that.

It’s you who make her worse.

Morning, Papa.

Where is Lizzie?

Out back feeding birds.

She is always out at those birds.

Yes, Papa.. Papa, what’s Harry here for?
None of your business.

Now go running to Lizzie to stir up
things.

You know......... I’ve never done that.
No mother, I’'m tired, do you hear? I am
tired. Shall I take coffee for you?
What she means....

I try to stand between you and Lizzie
and you say “none of my business”.
Well, then you look after it because I'm
not...

She’s right.

That’s enough. I’ve had enough. I don’t

want to hear from you, too.
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Mrs. Borden :

Mr. Borden :
Mrs. Borden :

Mr. Borden :
Mrs. Borden :
Mr. Borden :
Mrs. Borden :

Fade out.

Scene - 7

I’'m only saying she’s right. You’ve to
talk straight and plain to Lizzie.

About the farm?

Keep your mouth shut about the farm
and she’ll keep your mouth shut about
the farm, she won’t know the difference.
Alright

Spéak to her about Johnny McLeod.
Alright.

You know what they’re saying in town
about her and that Doctor? Call
Dr. Patrick. Dr. Patrick is very prompt

only in his second street house calls.

Lizzie is seen alone with the empty cage at the back drop.

Dr. Patrick

Lizzie
Dr. Patrick

Lizzie

Dr. Patrick

Good Moming, Miss Borden, you have
got it all wrong. The proper phrase is
Good Morming, Dr. Patrick and then you
smile, lower the eyes, just a twitch, twirl
parasol...

Parasol?

Yes, the parasol.

You are forgetting something. You are
married. I am supposed to ignore you.
No.
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Lizzie

Dr. Patrick
Lizzie

Dr. Patrick

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick
Lizzie
Dr. Patrick
Lizzie
Dr. Patrick

Lizzie

Dr. Patrick (Laughs)

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick
Lizzie

Lizzie

Don’t you realize Papa and Emma have
fits every time we engage in the
conversation?

Well, does Mrs. Borden approve?

I hope she dies from shock.

Why don’t you run away from home,
Lizzie?

Why don’t you “run away” with me?
Where shall we go?

Boston.

Boston?

For a start.

And when will we go?

Tonight....

How can you joke like that and look so
serious?

It’s a gift.

Oh, Lizzie.

Look how your wife is!

What? My wife?

Shouldn’t I ask that?

You have met my wife; my wife is
always the same.

How boring you...

Oh....

And for her.

Yes, indeed.

And for me.

Well, look who’s here?
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Harry :  Dr. Patrick, is he?
Dr. Patrick : Yes, it is, Sir.
Harry : Whois?

Lizzie . Noone.

Harry stares at Dr. Patrick.

Dr. Patrick : Well, it is her sense of humour, sir.... a

rare trait in a woman....

Lizzie :  Don’t be silly.
Harry :  You best get in!
Lizzie : Would you give me your arm

Dr. Patrick?
She moves away with Dr. Patrick, ignoring Harry.

Harry :  I’m telling you, as God is my witness.
She’s out in the walk talking to the Irish
doctor, and he’s falling all over her.

Mrs. Borden: What’s the matter with you? For her
own sake, you should speak to her.

Mrs. Borden: [ will,

Harry :  The humour around town can’t be doing
any good for you.

Mrs. Borden: Harry’s right.

Harry : Sir,

Mrs. Borden: He’s telling you what you should
know...

Harry . Ifaman can’t manage his own daughter,

how the hell can he manage a business?
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Mr. Borden :
Mrs. Borden :

Mr. Borden :

Mrs. Borden :
Mr. Borden :
Mr. Borden :
Mrs. Borden :

Mr. Borden :
Mrs. Borden :

Mr. Borden :
Mrs. Borden :

Harry

Mr. Borden :

Harry

Mr. Borden :

Harry

Mr. Borden

I know that.

Knowing is one thing, doing something
about it is another. What’re you going
to do about it?

Got it! I said I was going to speak to
her and I am!

Well speak good and plain this time.
Your ‘speaking to Lizzie’ is around here.
Abby...

She talks, you listen, and nothing
changes!

That’s enough!

Emma isn’t the only one that’s fed to
the teeth!

Shut up!

You’re getting old, Andrew.

You’re getting old!

Here.....have some of mine.

Don’t mind if I do....

Nice mix.

It is.

I used to think...by my seventies...I’d be
bouncing a grandson on my knee...
Not too late for that

It’s like says, knowing is one thing, and
doing is another...you’re lucky you
never brought any children into the
world, Harry; youdon’t have to deal
with them.
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Harry

Mr. Borden :

Miss Lizzie :

Fade out
Scene - 8

Now that’s no way to be pleasing.
Avoid this kind of talking.

There’s Emma......Emma is a good
girl.............. when Abbie and I get on;
there’ll always be Emma..................
Well! You’re not sitting here to listen

to me and my girls are you, you didn’t

- come here for that business, eh, Harry?

I can remember...that moment I was
undressing for bed, I thought I’m the
nice little girl Emma wants me.... But it
wasn’t that at all. I was just growing up.
Do you suppose there’s a formula,
a magic formula for being “a woman”?
Do you suppose every girl baby
receives it at birth, it’s the last thing
that happens just before birth, the
magic formula is stamped indelibly
on the brain. I didn’t get that. I was

born...

The light falls on the Defense who emerges from the upper stage.

The Defense :

Gentlemen of the Jury! I ask you to look
at the defendant, Miss. Lizzie Borden.
I ask you to recall the nature of the crime
of which she is accused. Thirty-two
blows, gentleman, thirty-two blows

fracturing Abigail Borden’s skull,
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leaving her bloody and broken body in
an upstairs bedroom, then, Miss.
Borden, with no hint of frenzy hysteria,
or trace of blood upon her person,
engages in casual conversation with the
maid, Bridget O’ Sullivan, while
awaiting her father’s return home, after
sending Bridget to her attic room,
Miss. Borden deals thirteen blows to the
head of her father. Accusation of the
most heinous and infamous of all
crimes, do you believe Miss Lizzie
Borden capable of these acts? I can tell
youldonot! Ican tell you these acts of
violence are acts of madness!
Gentlemen! If this gentlewoman is
capable of such an act - I say to you -
look to your daughters - if this
gentlewoman is capable of such an act,
which of us can be abed at night. Lizzie
Borden is not mad, Gentleman, Lizzie

Borden is not guilty. That’s all your

honour.

Music fills the background. Black out.

Scene -9

Mpr. Borden is seen with Miss Lizzie in a personal interaction.

Mr. Borden : Lizzie?
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Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

If it’s about Dr. Patrick again I....

It isn’t. - o

I N
Good! /\/ B > }L () ;
But we could start there.
Oh! Papa

Now...first of all...I want you to know
that I...understand about you and the
doctor.

What do you understand?

I understand...that it’s a natural thing.
What is?

I’m saying there’s nothing unnatural
about an attraction between a man and
a woman.

I find Dr. Patrick...amusing and
entertaining....

This attraction....points something
up...you’re a woman of thirty-four
years -

I know that.

Just listen tome, Lizzie............. awoman
of ybur age would be married, eh, have
children, be running her own house.

You’re saying I’m unnatural...
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Mr. Borden :

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

No, I’m not saying that! I’m saying the
opposite to that! I’m saying the feelings
you have towards Dr. Patrick -

But what you have to understand is that
he’s a married man.

If he weren’t married, Papa, I wouldn’t
be bothered talking to him!

What about his feelings for you? -

I don’t know. Can I go now?

I’m not yet finished yet! You know Mr.
Macleod, Johnny Macleod?  He’s
trying to raise three boys with no
mother!

That’s not my problem!

Mr. Macleod’s asked to come next
Tuesday.

Whose idea was this?

No one’s.

That’s a lie-she wants to get rid of me.
I want what’s best for you!

No, you want to get rid of me.

I know what you want!

John Macleod is looking for a wife.
No, he’s looking for a housekeeper and
it isn’t going to be me!

You talk foolish.

You can’t make me get married!
Lizzie, do you want to spend the rest of

your life in this house?
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Lizzie

Mr. Borden :

Lizzie

No......No.............. I want out of it, but I
won’t get married to do it.

I want you to think about........... Johnny
MacLeod!

To hell with him!!!

Mr. Borden appears defeated. After a moment, Lizzie goes to him; she

holds his hand, strokes his hair.

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Scene - 10

Mprs. Borden enters.

Mrs. Borden :

Lizzie

Mrs. Borden :

Lizzie

Mrs. Borden :

Lizzie

Mrs. Borden :

Papa? Papa, I love you, I try to be
what you want, really I do try, I
try...but...I don’t want to get married.

I wouldn’t be a good mother, I...

How do you know?

I know it...I want out of all this...I hate
this house. I hate...I want out...

For God’s sake, talk sensible.

Alright then. Give me the money,
I’11 go.

Money?
Give me enough that I won’t ever have
to come back.
She always gets round to money.
You drive me to it.
She’s crazy!
You drive me to it.
She should be locked up!
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Lizzie becomes violent by knocking on the table and throwing the utensils.

Mr. Borden : Lizzie!
Mrs. Borden :  Stop her, for God’s sake, Andrew!
Lizzie :  Lock me up! Lock me up!!

Mr. Borden : Stop it, Lizzie.
Lizzie collapses against Mr. Borden.

Lizzie :  Oh! Papa, I can’t stand it. Look at her.
She’s jealous of me. She can’t stand it
whenever you are nice to me.

Mr. Borden : There now.

Mrs. Borden :  Ask her about Dr. Patrick.

Mr. Borden : I’ll handle this my way

Lizzie : He’s an entertaining person. There are
very few around!

Mr. Borden : Show some respect to her.

Lizzie :  She is a lean cow and I hate her.

Mr. Borden slaps Lizzie.
Mr. Borden : Get the hell upstairs to your room.

Lizzie : No.

Mr. Borden : I’m telling you to go upstairs to your
room!

Lizzie . I’ll go only when I’'m ready.

Mr. Borden : I said go.

Defeated Borden goes upstairs. Lizzie moves to Mrs. Borden.
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Lizzie
Mrs. Borden :

Lizzie

Mrs. Borden :

You don’t understand.

You talk foolish.

I’ve the legal right for one third because
I’m the daughter of my father.

What you don’t understand is that your
father is not dead yet. Only a fool will
leave his money to you. Your father is

not a fool. You understand that.

Lizzie goes to the upstairs crying with outstretched hands.

Lizzie
Music at the backdrop.
Fade out
Scene 11

Lizzie

Bridget! Oh! Bridget Where are you
Bridget? Bridget...

I dream ...of a carousel ...I see a
carousel... you see lights that go on and
go off... you see yourself on a carousel
horse, ared - painted horse with its head
in the air, and green staring eyes, and a
white flowing mane, It looks wild!.......It
goes up and comes down, and the
carousel whirls round with the music
and lights, on and off...and you watch
...watch yourself on the horse. You're

wearing a mask, a white mask like the
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mane of the horse. It looks like your
face except that it’s rigid and
white.....and it changes! With each flick
of the lights, the expression, it changes,
but always so rigid and hard, like the
flesh of the horse that is red that you
ride. You ride with no hands! No hands
-on this petrified horse, its head flung in
the air, its wide staring eyes like those
of a dove run down by the dogs!.. And
each time you go round, your hands
raise a fraction nearer the mask.... and
the music and the carousel and the horse
... they all three slow down, and they
stop... you can reach out and touch...
you...you on the horse....with your
hands so at the eyes. ..... You look in to
the eyes!. There are non mask.... pause.
Only a dream... The eyes of your birds...
are round ...and round and bright a light
shines from inside ...they ...can see into
your heart ...theyre pretty ... they loved

me...

The bird’s cage is found illuminated in the light. Slowly the light
fades out.

Scene 12

Fade in at Mr. Borden and Harry who are found seated on the sofa.
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Mr. Borden :

Harry

Harry! Harry, I want all my children to
be looked after... I want to make a will.
Sure... Let’s make the will. I’ve come

for that.

Taking the document in his hand...

Mr. Borden :

Harry
Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

I don’t think they’ll get married.
(hearing a sound) Hi! Who is that?
Lizzie.

Papa! What did you put in your pocket?
That’s none of your business. I said
that’s none of your business.

Farm is my business.

Lizzie moves towards Mr. Borden.

I said leave!

Mr. Harry (offstage) : Andrew...

He enters with an axe in his hands.

Harry

Mr. Borden :

There are birds in the farm house..
Oh! Jesus!

Mr. Borden gets the axe from Harry

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

You and your God damn’d birds!
What about the farm, Papa?

You and your God damn’d birds.........
My farm Papa... my birds...

No more your farm. No more your birds.
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Mr. Borden strikes on the platform with the axe. Lizzie blocks him and

pleads with him.

Lizzie

Papa, please...

I loved them, Papa. [ loved them.

Lizzie collapses onto the centre stage.

Fade out

Scene - 11

Emma comes down with a suitcase in her hands from upstairs and tries

to go away.

Lizzie

Emma
Lizzie pleads with Emma.
Lizzie

Emma

Lizzie
Emma

Lizzie

Where are you going?

I want to get away from this place.

I love you Emma, I love you...

I need you... Please don’t go.

I have to go.

Emma! Do you understand?

Do you understand?

Wow! I understand...I understand
enough.

No! Let me explain it to you. We are

not going to get the farm house, one

~ farm house, do you understand?
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Emma

Lizzie

Emma

Yes. I do.

You should talk to him and make
him understand that we are people,
individual people.

Do you know every time I speak to

him...

Lizzie (moving around) : 1 hate him...

No, I hate her. .

Emma (looking into the watch) : 1 have to go now.

She tries to make her exit.

Lizzie (coming back) : Emma

Emma

Lizzie, there are certain things that we
have to face. One of them is we cannot

change everything.

Emma again looks into the watch and goes away.

Lizzie

Go away; Go away. I don’t like you...
I hate you... Nobody cares for me...
I want to die... | want to die... but
something inside says no... I can do

anything.

She shows her fist to the audience.

Fade out
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Scene - 14

Fade in

The Defense is seen on an elevated position. Miss Lizzie is seen seated

at the centre stage.

Defense

Lizzie

Defense

Lizzie

Defense

Lizzie

Miss Lizzie Borden, Miss Borden
would you describe the sequence of
events upon you are father’s return
home?

When he came in we talked as usual.
Bridget and I talked about the farm.
Then she went up to her room.

And then what happened there in the
house?

I went back to the shed.

Continue... continue to say what
happened in the house... What
happened to Mr. and Mrs. Borden?

I returned home and found.... Papa, my

Papa with that lean cow...

Fade out... Background music fills the atmosphere.

Scene - 15

Fade in

Mr. and Mrs. Borden step down from the upstairs talking. Mr. Borden

sits on a chair and takes out a newspaper. Mrs. Borden serves tea to Mr.

Borden.

Mr. Borden :
Mrs. Borden :

Nowadays...

Is there anything in the newspaper?
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Mr. Borden :
Mrs. Borden :
Mr. Borden :

Nothing.
What about Harry?

We have some business.

Mr. Harry enters to greet them and moves away into the kitchen with

Mrs. Borden.

Lizzie enters.

Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Good Morning, Papa.

Good Morning, Lizzie.

Did you have good sleep tonight?

Not bad.

Papa, do you think I’m a strong-minded
person. Do you think that I'm like you?
Youarea ...

Yes! I’m a strong-minded person.

Lizzie listens to the laughter and talking of Mrs. Borden and Harry inside.

Mr. Borden :

What shouting is going on?

Lizzie is standing very close to Papa.

Lizzie

Mr. Borden
Harry (offstage) :

Lizzie

Mr. Borden:

Papa, you don’t go out today, stay
here... And don’t do any business
today...

What for?

Andrew... Andrew...

And stay here... and stay here

Coming... I’'m coming.
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He moves slowly to the kitchen. Lizzie yells out.

Lizzie

No one cares for me. No one cares for

me. I want to die.. I want to die. But

something inside says no...

Lizzie (with an emphatic gesture of the hand):

Fade out
Scene 16

I can do anything!

Light falls on Lizzie. Dr. Patrick enters.

Dr. Patrick

Lizzie

Takes the hand of Lizzie.

Dr. Patrick

Hello! Good Morning!
Good Morning, My Darling!
Hello! Good Morning...

Come, take my hand...
You said there were birds... Now you

show them to me.

Shows the empty cage to Dr. Patrick.

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick

He comes closer to Lizzie.

Lizzie

No more my birds... They’ve gone....

Did they really exist?

:  There was blood on my hands...

What do you say? What do you mean?

Would you please help me to die?
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Would you help me to die? [ want to
die...

Lizzie makes an intimate pleading gesture.

Lizzie

Would you help me to die?

Dr. Patrick (moving away.) : What do you say....?

Lizzie

Dr. Patrick

I’'madoctor....notan assassin. You’ve
got something mixed up.

I waited for this moment of absolute
clarity.

Idon’t...Idon’t... Idon’t want to fight

with you.... I’m leaving.

Lizzie(Running after him): Dr. Patrick, you are a coward.

Dr. Patrick

Lizzie
Moves towards the dining table.

Lizzie
Mrs. Borden :
Lizzie
Mrs. Borden :
Lizzie
Mrs. Borden :

Lizzie

Mrs Borden :

Lizzie

Oh!

You are a coward.

Where’s Papa?

Out.

Where is Bridget?

Out too.

Why don’t you go out?

What’s wrong with you?

Do you understand, papa killed my birds
with an axe.

Why do you shout?

You know... I’'m a woman of
decision... IfI decide to do something,
I do it. Whoever is responsible for that

must die?
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Mrs. Borden trying to move upstairs.

Lizzie

Stay there! Where are you going?

Mprs. Borden stops her movement.

Mrs. Borden ;
Lizzie
Mrs. Borden :

What do you say?

Stay there, I say... You’ve no rights.

I have the legal rights of a wife. Take
off your hands. Frightened Mrs. Borden

runs to the upstairs...

Lizzie takes a hand hatchet and rushes after her to the upstairs

Melancholic strains fill the atmosphere.

Scene - 17
Fade in

Miss Lizzie comes down the stairs quite tired- moves down with the hatchet

and moves towards the sofa.

Music as backdrop.

Bridget (enters) : What have you done?

Lizzie (moves to Emma) : Keep quiet.

Bridget

What have you done?

Lizzie (moves closer) : 1 came and found...

Bridget

Lizzie

I’ll give you some money...

(becomes frightened at the sight of the
hand hatchet) What have you done? Did
you kill her? Papa will know.

If you help me, no. If he has another
story to believe ... He will

never suspect...
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They hear the movement of Papa coming.

Lizzie (to Bridget) : You go upstairs (Bridget goes.)

Lizzie hides the hand hatchet

under the sofa.

Mr. Borden (enters): Where is Abby? I want to see her.

Lizzie

You are home early, Papa, you are
tired... Mr. Borden (sitting on the sofa)
I'm getting old, Lizzie.

Lizzie takes Papa’s hand and kisses him on his ring.

Lizzie

Mr. Borden

Lizzie

Mr.Borden

Lizzie

Papa! See how it bites your flesh.

I love you Lizzie... You’re so precious
to me.

I forgive you Papa for killing my birds.
I love you, Papa.

I, too, love you. You’ll always be
precious to me.

Papa, kiss me... kiss me.

She moves closer to him. He kisses her on the forehead.

Lizzie

Mr. Borden :

Lizzie

Thank you, Papa. Thank you.

Why are you crying, Lizzie?

Because, I'm so happy, I’m so happy...
Papa... Why don’t you lie down and
take rest?

Lizzie helps him to remove the shoes.
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Lizzie

Shut your eyes and go to sleep....

Lizzie hums a song and takes the hatchet from below the sofa and still

humming lifts to kill him ...
Black out.
Scene - 18

A light gleams from the backstage. Emma comes down the stairs with a

lantern in her hands. Music follows.

Emma
(frantically)

Lizzie

Emma

Lizzie

Emma

Lizzie

Bridget

Where is she? Lizzie, Bridget!
Bridget! Where is she?

Lizzie! What have you done?

Why don’t you move away?

Did you, Lizzie? Did you? Did you
Lizzie?

Oh! Emma! You are asking the same
question over over again. If you
continue to ask the same, I may have
to take something sharp to you.

Oh Lizzie! You make too much of
noise. What have you done! What
have you done Lizzie?

You are like a mother - almost like a
mother. Do you think I am a puppet
in your hands? No, I’m not a puppet.
I can do anything that [ want.

Lizzie! Lizzie!

Bridget takes the hatchet from Lizzie s hand and says:
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Bridget :  Now I'm sure, you did it.
Emma . Youdid it. Did you, Lizzie?

Elevating herself to the central stage and assuming an asserting position.

Lizzie :  Ididn’t.....Ididnt..... You did it. You...
you did it...

Music fills the background and light ﬂashe& behind. Actress and Bridget
stands spell bound as the lights slowly fades out.

The final fade out.
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Audience response analysis questionnaire
Blood Relations Performed on 13-04-2005
at School of Drama Studio Theatre Thrissur

To the Audience

1.

Is the central theme of the play comprehensible?
®0 MISHABONG DEluyEmo WERUBAS aGOEEOgo BMQIaW?

Did you feel any difficulty in understanding the language used by the actors?
@REIBM@ILHB)OS CIHWOS DalCWINo AMAILIENMGIN ago®sslane allw
oOW1ed 6n)EUIR)S)EMBIC@O?

What, according to yoii,are the problems of presenting the play in English lan- |

guage?
Mosého Wo@laHlad @raIm@laflaj@ilad agemeoe (a10ewouiie snavia)g)ego6n)
Glaldaemm mlawled mlEsulenm)enoqase?

How far did the use of light and sound contribute to the success of the play?
wenisalje 6AIS1ajalo MISEOION ANRWEINT A @EEMIBo MANIWEAIWS?

What is your impression of the set of the play?
MISBEMONG  PoMBRIGEEMeTDEN)Gla] MITBRG)eOS @RENAIOWo?

What are your opinions about the costume and properties in the play?
MISSHAWIOA GO, 2o, BOGUIAIMHOEMEBRUD af)MIOWEN) GO )Mo GRE
(alOWo?

How far did the music contribute in bringing out the tone and tenor of the play?
MIS&EWIONG MED HAUEILOSNMGIEB VoMo AfMEEMOSo VAN E:AOWS?

Which actor / actress impressed you most and why?
o@@ msad/ms] mleerag aganawleo muowlmlay?

Would you please pen down your valuable suggestions for the further improve-
ment of the play?

To the actors and the student director

What was your experience in staging the play in the English language for the
Malayalee audience?

CHOBAWO Clal&tdmB@s6)e0UmME] WolaHlad MoSHo 621QMEIITd DeNIW
@RM)RALBRUS Alih)UWH60CAI?

What difficulties and challenges did you face in actualizing this play on the
stage?

cfl@1ad MISo @R 80 R18e)M®IG agomeioo eaighaillgl&goem
emalg®?
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An analysis of the responses received from the audience indicates
some of the basic problems of intercultural semiotic transference. The
hybridity of the visual imagery and verbal performance in the colonised
and Indian English opened up the windows toward an intercultural
communicative vibrancy. The performance communicability status in
many of the responses was very positive with some exceptions. The

exceptions centered on the distancing effect of Indian English.

The scenic setting of the play and the presence of all characters
on the stage as investigative satellites were well received by the audience.
Lizzie’s character stood apart as a haunting memory and a social warning
. The meta-theatrical character within the character and the play within

the play contributed towards the contrasting dynamics of the performance.

The methodology of transcoding the text from page to stage had
its manifestations at all levels of the play production . The process of
rehearsals was illuminated with an intercultural ambience and building
up the characters was done with improvisations and theatre games. The
realistic performative configurations activated the sub-textual dimensions.
Lizzie Borden in costumes suggestive of westernised intercultural
atmosphere performed in Indian English, the tragedy of any woman
entrapped in filial affections and materialistic outburst reaching the plane
of self-destruction composed of patricide and step matricide. The cultural
difference and the feministic nightmare culminated in universalising the
human conditions within the performative space. The performers
involved themselves very closely with the transcultural levels of feelings

and freedom.
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Decoding Blood Relations on the stage with student actors as
performers produced a signalling system that articulates the creative
transference of visual images of culture. The act of translation on the
stage became an act of transgression and violation into another cultural
space. The liberating instincts that sprout through the deadly act of Lizzie
got powerfully communicated to the performers, who in turn attempted
to enter into an intense dialogue with the minds of the spectators. The
irresistible female urge to transcend the realm of the real into the unreal
got registered into the performative vocabulary of the play. “I want to
die ... want to die... but something inside says ‘NO’... I can do anything.”
(Blood Relations, 17). Miss Lizzie Borden signifies the female fantasies
of counter violence against a system that goes on subjugating the female

principle through time and space.
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The set design of Blood Relations

P |
bcsddieadiadidad

The Artists and the Performers of Blood Relations with the Student |
Director, the Researcher and the members of the Staff of
| School of Drama & Fine Arts
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The Defense : Gentleman of fhe Jury! | ask yoﬁ to look at the defendeht,
Miss Lizzie Borden. | ask you to recall the nature of
the crime of which she is accused.

He killed my birds, he took the axe and killed them.

They loved me... my birds.I held them in my hands.

| felt the hearts throbbing and pumping.

And the blood gushed out off their necks. It is all over my hands.




If a man can’t manage his own daughter,
how the hell can he manage a business -
that’s what people say.

Harry :' Lizzie Loves birds, trees, flowers and everything. 127
| Whom she doesn't love is just me and the human beings. ;

i




Lizzie

Emma : You always paint the background
but leave the rest to my imagination.
Did Lizzie Borden take an axe?
... If you didn’t I should be disappointed ...
and if you did | should be horrified.

There’s something you don't undevrsta'nd,
Papa You can’t make me do one thing that| don’t want to do.
I'm going to keep on doing just what | want ,when | want-like always!




Lizzie : I'vethelegal riéhtforonethixd becatise fmthe daughter of my father, ‘ What have youvdone?
MrsBorden ' What you don'tundetstand s that your father s not dead yet. v Did you, Lizzie?

Only a fool wil leave his money to you. ' Did you?

Papa, I'm so happy. Now ..'..put youf feet up and get to sleep........
that’s right.........shut your eyes......go to sleep .........go to sleep .....
i 3 ‘ 1 | ‘

I
{ i 1




Lizzie : Would you help someone die, Dr. Patrick

Dr.Patrick : Why do you ask that? | am a Doctor, not an assassin

Lizzie : Do you think there is a magic formula for being a woman?
| Doctor, after the death of my mother | was born defective.

= j

Emma :  You did it. Did you, Lizzie
Lizzie : No. Ididn't... | didnt... You did |t 130’
You...you did it!!




Gk

Lizzie ' No more my birds.k.. They've gone....

oo

Dr. Patrick : Did they really exist?
Lizzie : There was blood on my hands...
Dr. Patrick :' What do you say? What do you mean?

Mr.Borden : You and your God damn’d birds!

Lizzie :  What about the farm, Papa? My farm Papa... my birds..
Mr.Borden : . No more your farm.. No more your birds.

Lizzie :

Papa, please... | loved them, Papa. | loved them.




Mrs. Borden

Lizzie

Mrs. Borden

Emma

Lizzie

)

:  You talk foolish.
: I've the legal right for one third '
| because I'm the daughter of my father.
:  Your father is not dead yet. Only a fool will leave his

money to you. Your father is not a fool.

Oh Lizzie! What have you done! What have you done, Lizzie?
You are like a mother - almost like a mother.
Do you think | am a puppet in your hands? No, I'm

not a puppet. | can do anything that | want.




. Miss leme & Emma in an intimate dance. :
A scene from "Blood Relations" staged by the students of
| ’St.“l'homas HSS MéaylayattOOr

The Researcher and fhe Research Guide with the members of
the Little Theatre Group at St. Thomas H.S.S. Malayattoor




Chapter III

On Transcoding Blood Relations;
A Stage - Performance Praxis

Lizzie : I am supposed to be a mirror... I am

supposed to reflect what you want to see!

I want to die... I want to die...But

something inside says ‘NO’. I can do
anything.

(Pollock, Blood Relations : 17)

The actualization of Blood Relations on the stage by the theatre
students of the School of Drama and Fine Arts, University of Calicut,
took place on 13th April 2005. Four weeks of rehearsals consisted of
re-writing the source text and the editing of visual and oral configurations.
The student directorial work and the research orientation given to it
structured the inner sub-textual silences. The female as a translated text
revealed immense possibilities for explicating the theme of Blood
Relations. The representation of subjugation as physicalised by

Miss Lissie seems to connote the centrality of the structure of the play.
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The voice of the marginalised female text represented by the female Lizzie
articulates the voice of the voiceless in the play, even when her voice is
that of a translated text. What is aimed at is the representation of the
visual dynamics of the female textuality, which is never considered as
original. It inheres the objectivity that surrounds the human condition

where gender equations and inter-textuality coalesce.

This research oriented re-writing of the play gets exemplified in
the visual text of performance. The ordering of the visual images done
through scenic divisions, beginning with Lizzie at the centre stage and
all other actors as backdrops form the matrix of the total frame. The
scene one of the performance text is thought of as the
mis-en-scene of the image system of performance and hence the
production script. The directorial re-stratification of the source text got

finalised through the process of actualisation as explicated below.

The reading of the source text in English and the target text in
Malayalam knowing the author and her creative source text became an
integral part of the reading sessions. Inter cultural theatre praxis and its
historical representations were part of the inter-lingual reading sessions.
The inter-semiotic cultural assimilation vis-a-vis linguistic restratification
and theatrical actualizations got underway through interactive discourse.
The major problems raised in these reading sessions centered on cultural

equivalence and theatrical amalgamations.

The performance group consisting of twenty students including the

technical crew worked under the leadership of a student director in close
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association with the researcher and the research guide in designing the
base and the super-structural scaffolding of the performance. The
designers of stage, set, light, music, costume and make-up collaborated
themselves with the student director in charting out the plotting and

editing, in consultation with the total group of student performers.

- Translating the body culture inscribed in the source text underwent
a process of transformation towards the target body culture, language
and grammar. This long-drawn process along with the transference of
gender dynamics within the source text prompted the actors to improvise
the dramatic situation from a translatory perspective. The syntax,
semantics and phonemic transcribing of the target text into the totally
different image building systems remained as the matrix of the actor’s
improvisation. Verbal and non-verbal performance patterns emerged as

intersemiotic structures of performance as part of the process.

The designers of music, stage settings, lighting, costume, and make-
up also went through the crises of translating a target text and its
determinants. Audio-visual images grew out of the interactive
configurations and enlightened the target image systems evolved through
four weeks of rehearsal before presentation. This performative trajectory
reached a point of intersection in the context of a presentation before a

theatre experienced spectators.

The documented version of Blood Relations done by the theatre

students of The School of Drama and Fine Arts and the Higher Secondary
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Students of St.Thomas HSS Malayattoor provides visual evidence to
construct dynamically inherent structures of feeling in an alien culture.
The aesthetics of translation from a third world perspective
generates multiple indicators of human struggle and emotional
adjustments. Translation studies, thus becomes an act of creation in itself.
The multiple levels of transgression into the target cultural space

heightened the intensity of inter-cultural visual research.

The production script of the play that follows projects the inter-
cultural process of signification. The restratification of the thematic
progression of the play text exemplifies the intricate mechanism of inter-
cultural give and take. The sequential ordering of the performance text
and the performance photographs are based on gender-cultural
expressivities. The violent female with a blood-stained axe in her hand
symbolises a warning signaling system that transgresses into the domains
of masculine suppressive power. The duality conflict implicit in the
character of Miss Lizzie Borden is exposed through the impersonation
of a female personae being enacted by a male actor. Lizzie is translated
here as both the male and female in one and the same. This gender-
cultural body hybridity reveals the whole spectrum of female
empowerment at any cost, whatsoever. The performance text speaks for

itself this relation of Sharon Pollock violent femininity.
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Blood Relations
A Stage Performance Script

My consciousness is Jewish, its Jewish
consciousness and I think I'm a flower in
somebody else’s garden. I'm different
flower and my selfhood and my ‘other-
ness’1sing about...Judaism, the Judaism
1 know, the Judiasm I was taught, is a Ju-
daism which is life-oriented, which cel-
ebrates life, because it is all we’ve got,
because beyond life is somebody else s re-
sponsibility. We have to do the best we
can with life, after which no amount of
whining or prayer will make very much
difference.

(Rajashekar, 2000 : 19)

(The script of Blood Relations, a School of Drama Student Presenta-
tion, actualized at School of Drama Studio Theatre, at John Mathai
Centre, Aranattukara, Thrissur University of Calicut, on 15th April
2005.)

Scene 1

The play production of Blood Relations begins thus: After the third bell,
all the characters of the play are seen seated in their full costumes
amongst the stage settings, as part of the scenic design. A misty

blue light falls on the whole settings. Strains of music slowly fill the

83



atmosphere.

Light falls on Miss Lizzie Borden. She is at the centre stage,

sitting with the Holy Script in her hands. She is reading silently.

Voices are heard from among the actors. Lizzie slowly lifts her head and

looks at the audience. She hears...

Voice 1
Voice 2
- Voice 1
Voice 2

Voice 3

Lizzie... You are not innocent.

You did the crime, Lizzie.

Did you Lizzie? Did you?

You are guilty. You are not innocent, Lizzie.

You should be punished, Lizzie.

The utterances culminate in a Chorus Song of all the actors on the stage.

Lizzie Borden took an axe

Gave her mother forty whacks

When the job was nicely done

Gave her father forty-one, forty-one, forty-one!!

Miss Lizzie, unable to bear the accusations, yells out looking straight.

Lizzie :  Stop it, Stop!

She slowly gets up and the soliloquy begins.

Lizzie :  Since what I am about to say must be
but which contradicts my accusation
and the testimony on my part no other
but what comes from myself, it shall

scarce boot me to say not guilty. But if
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powers divine behold our human action
as they do, I doubt not than but
innocence shall make false accusation
blush and tyranny. Tremble at... at....
at...tremble...at...bollocks... Tremble at

patience, at patience...patience!

Slow fading of music and light fills the back dfop. Black out.

Scene 2

Slow fade in of light. The actors and Miss. Lizzie were seen seated on the

dining table.

The Actress enters.
Actress
Lizzie

Actress

Lizzie

Actress

Lizzie
Actress
Lizzie
Actress
Lizzie

Actress

Good morning, Lizzie.

Good morning.

Would you like to have a cup of tea?
Which is proper?

Proper?

To pour the sugar first to tea or pour the
tea first, then the sugar and one is
proper.

I don’t know “sugar”?

What happened in Fall River in June?
Yes nice, nice in June.

Oh! Not in June, but in August...

We could have met in Boston.

Ok, leave it Lizzie. Yesterday one thing
happened. We went for a show.
The show was late. So we went out to

have tea. There we met some children
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Lizzie

The Actress sings rhythmically.

playing with a rope. They were
singing... Oh! I forgot what they were

singing... Oh! I remember.

What?

Lizzie Borden took an axe

Gave her mother forty whacks

When the job was nicely done

Gave her father forty one, forty one, forty one!!

Lizzie
Actress
Lizzie
Actress
Lizzie
Actress

Actress

The Actress consoles Lizzie.

Actress

Lizzie

Actress

Did you stop them?

No, I didn’t stop. Why should 1?
Did you tell them I was acquitted?
No.

What did you do?

I just shut the windows.

A noble gesture on my behalf.

Lizzie, you are so depressed, shall I
play the music for you?
Yes. Sure.

Come on, Lizzie, let us step together.

They step together in a most intimate dance in tune with Scot Joplin's

Composition - They dance for a short time. The Actress switches off the

song. They stop their dance.
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Actress
Lizzie

Actress

Lizzie

Actress

Lizzie

Actress

Lizzie
Actress
Lizzie
Actress
Lizzie
Actress
Lizzie
Actress
Lizzie

Actress

Lizzie

Actress

The Actress smokes.

Your spine is so strong, Lizzie.

Why did you say so?

They said you have the strongest

back bone.

Did they?

The reports of the day say that you
have the strongest spine.

Yes, that was ten years ago.

Can you recall the day; you were only
Thirty Four then.

Yes [ was.

It happened here, in this house!

You are leading......... ?

I know that.

I don’t think my spine is erect, then or
now, do you?

Lizzie......... Lizzie.

What?

Did you?

Did I what?

You never tell me anything, you are
always hiding something from me. You
know you are so close to me.

Oh, yes. I tell you the most personal
things about myself, my thoughts, my
dreams....

But never that one thing.
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Lizzie

Actress

-Lizzie

Actress

Lizzie
Actress
Actress
Actress
Lizzie
Actress

Lizzie

Actress

Lizzie

Actress

The light fades out on the stage.

Don’t smoke, it stinks.

I’ll tell you what I think... I think...
that....you always paint the background
and leave the rest to my imagination.
Did Lizzie Borden take an axe? If you
didn’t, I should be disappointed... and
if you did, I should be horrified.

And which is worse?

To have murdered one’s parents or to
be a pretentious small town spinster?
I don’t know.

Why are you so cruel to me?

Oh! I'm teasing, Lizzie. I’'m just teasing.
At game.

What?

A game? .... And you will play with me.
Alright.... a game.

Let me think. We had a maid then,
Bridget. There she was in the court room
in her new dress.

Do you swear to tell the truth, the whole
truth? Nothing but the truth. So, God
help you.

I do, Sir.

Would you please give the court your

name and occupation?
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Scene 3

Slow fade in of light. The Actress enters. Light falls on the Defense

that emerges from the upper stage and asks.

Defense

Bridget
Defense
Bridget

Defense

Bridget

Light fades out at the Defense.

Scene 4

And occupation...?

I’m like a housemaid, sir; I do a bit of
everything.

How long have you been in Fall River?
Well now, about five years, sir.

You tell the court your impression of
the household.

Well, the man of the house Mr. Borden
was tightwad and Mrs.

Borden was rightward and Mrs.
Borden.... still she helped me with
dishes and things.

Bridget alone is seated at the centre stage. She is engaged in washing

the plates and arranging the table etc. Harry enters stealthily reaches

behind Bridget. Harry embraces and kisses her without her consent.

Bridget

Harry
Bridget

Harry

Bridget

Get off with you.

Oh! Bridget haven’t you missed me?
No. I was suffering of you.

Ha... ha...ha!! Do you want to see my
end, my sweet heart?

You are a dirty old man. Get off with

you.
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Bridget dumps a glass of water on his head.

Bridget enters.

Harry

Bridget

Harry
Bridget

Harry
Bridget

Harry
Bridget (lightly) :

Harry
Bridget

Harry
Bridget (laughs)

Harry
Bridget

Harry

Oh! You’ve soaked my shirt; give me
my kiss, my sweet heart.

Did Lizzie know you are here?

Oh! Why do you bring her up?

She doesn’t know then you don’t learn
anything from me or Lizzie, do you?
Oh, leave it, listen here.

When did you get her father to sign the
rent from the mill house over to your
sister?

She is his wife, isn’t she?

Second wife!

But she’s still got her rights.

But I can tell you this. Miss Lizzie
doesn’t see it that way.

It doesn’t matter how Lizzie sees it.
She had thrown you out last time.

You mind your tongue. Get lost!

Yes, Sir. Would you like to have a cup
of coffee?

I told you... Hold your tongue and get

away.

Harry(sees breakfast) : What the hell is this? I said, is this

for breakfast?
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Bridget :  It’s the crusts for Lizzie’s birds.

Harry . What damn birds?
Harry :  Miss Lizzie loves Birds... Pigeons and
Doves...

What Lizzie doesn’t love is just me

and human beings.
Scene - 5
Lizzie enters.
Bridget :  Good Morning, Lizzie.
Lizzie : Is the coffee on?
Bridget :  Yes, Madam.
Harry : Well.....Ithink....... may be I’ll......... just
kill her damn birds.
Lizzie :  Well.... he is a silly romantic ass.
Bridget :  Oh! Lizzie. What a language! What

would your father say if he heard you?
Lizzie :  Well.... I have never said a word which

I didn’t hear from him first.

Bridget :  And what if Mrs. Borden should hear
you?

Lizzie : T hope and pray that she does hear.

Bridget :  Still what a way to talk of your mother?

Bridget hands over a cup of coffee to Lizzie.

Lizzie :  Mother... not mine, but step mother.

Bridget :  Still you don’t mean it, do you?
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Lizzie
Bridget
Emma
Lizzie
Emma
Lizzie
Emma
Lizzie

Emma

Lizzie
Emma
Lizzie
Emma
Lizzie
Bridget serves the breakfast.

Lizzie

Emma

Lizzie

Why don’t I? (Louder)She is a silly
ass, too.

Shhh... Lizzie your sister, she can’t
sleep in the last night in upstairs.

Oh! Please keep quiet, Lizzie. Please
keep quiet.

How can’t [?

You’ve been making a lot of noise.

It must have been Bridget or pots.

It didn’t sound like pots, sounded like
your voice.

May be you dreamt it.

What I heard is your voice. If mother
heard you, you know what she would
say?

She is not my mother or yours.

Don’t talk like that.

I’1l talk as I like.

I’mnot going to fight, I feel hungry, let’s
have the breakfast.

Bridget, Emma wants her breakfast.

Harry is back for a visit. You know what
happened last time when he was here!
No.

No? Papa was signing property over to

our step mother.

92



Scene - 6

Emma

Lizzie

Emma

Lizzie

Emma

Lizzie

Emma

Mprs. Borden enters.

Lizzie exits.

Mrs. Borden :

Lizzie

Mrs. Borden :

Lizzie

Emma

Mrs. Borden :

Emma

Mrs. Borden :

Bridget

Oh Lizzie, they’ll hear you.

I don’t mind and care if they do.

Oh! Please don’t talk like that.

Papa’s worth thousand dollars and here
we are stuck in this tiny bit of a house
on second street.

If Papa didn’t save his money, he
wouldn’t have made his riches.

And... I don’t want to spend the rest of
my life licking Harry Wingate’s boots.

‘Papa will die one day.

Oh! Don’t say that.

What’s that?
Nothing.
Eh..?

I said nothing.

Morning, Mother. Is Papa up?

He will be down in a minute. What’s
wrong with Lizzie?

Nothing mother.

Has Harry come down?

Yes ma’am. And he has gone out back

for a bit
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Mrs. Borden :

Emma

Mrs. Borden :

Emma

Mrs. Borden :

Mr. Borden enters.

Emma

Mrs. Borden :

Emma

Mrs. Borden :

Emma

Mr. Borden :
Mrs. Borden :

Emma

Mrs. Borden :

Emma

Mrs. Borden :
Mr. Borden :

What’s wrong with Lizzie?

She may have been a bit upset because
no one told her that he was coming. |
Do you think my brother needs to take
permission from her to be here for a
visit.?

No mother, nothing like that.

It’s you who make her worse.

Morning, Papa.

Where is Lizzie?

Out back feeding birds.

She is always out at those birds.

Yes, Papa.. Papa, what’s Harry here for?
None of your business.

Now go running to Lizzie to stir up
things.

You know......... I’ve never done that.
No mother, I’'m tired, do you hear? I am
tired. Shall I take coffee for you?
What she means....

I try to stand between you and Lizzie
and you say “none of my business”.
Well, then you look after it because I'm
not...

She’s right.

That’s enough. I’ve had enough. I don’t

want to hear from you, too.
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Mrs. Borden :

Mr. Borden :
Mrs. Borden :

Mr. Borden :
Mrs. Borden :
Mr. Borden :
Mrs. Borden :

Fade out.

Scene - 7

I’'m only saying she’s right. You’ve to
talk straight and plain to Lizzie.

About the farm?

Keep your mouth shut about the farm
and she’ll keep your mouth shut about
the farm, she won’t know the difference.
Alright

Spéak to her about Johnny McLeod.
Alright.

You know what they’re saying in town
about her and that Doctor? Call
Dr. Patrick. Dr. Patrick is very prompt

only in his second street house calls.

Lizzie is seen alone with the empty cage at the back drop.

Dr. Patrick

Lizzie
Dr. Patrick

Lizzie

Dr. Patrick

Good Moming, Miss Borden, you have
got it all wrong. The proper phrase is
Good Morming, Dr. Patrick and then you
smile, lower the eyes, just a twitch, twirl
parasol...

Parasol?

Yes, the parasol.

You are forgetting something. You are
married. I am supposed to ignore you.
No.
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Lizzie

Dr. Patrick
Lizzie

Dr. Patrick

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick
Lizzie
Dr. Patrick
Lizzie
Dr. Patrick

Lizzie

Dr. Patrick (Laughs)

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick
Lizzie

Lizzie

Don’t you realize Papa and Emma have
fits every time we engage in the
conversation?

Well, does Mrs. Borden approve?

I hope she dies from shock.

Why don’t you run away from home,
Lizzie?

Why don’t you “run away” with me?
Where shall we go?

Boston.

Boston?

For a start.

And when will we go?

Tonight....

How can you joke like that and look so
serious?

It’s a gift.

Oh, Lizzie.

Look how your wife is!

What? My wife?

Shouldn’t I ask that?

You have met my wife; my wife is
always the same.

How boring you...

Oh....

And for her.

Yes, indeed.

And for me.

Well, look who’s here?
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Harry :  Dr. Patrick, is he?
Dr. Patrick : Yes, it is, Sir.
Harry : Whois?

Lizzie . Noone.

Harry stares at Dr. Patrick.

Dr. Patrick : Well, it is her sense of humour, sir.... a

rare trait in a woman....

Lizzie :  Don’t be silly.
Harry :  You best get in!
Lizzie : Would you give me your arm

Dr. Patrick?
She moves away with Dr. Patrick, ignoring Harry.

Harry :  I’m telling you, as God is my witness.
She’s out in the walk talking to the Irish
doctor, and he’s falling all over her.

Mrs. Borden: What’s the matter with you? For her
own sake, you should speak to her.

Mrs. Borden: [ will,

Harry :  The humour around town can’t be doing
any good for you.

Mrs. Borden: Harry’s right.

Harry : Sir,

Mrs. Borden: He’s telling you what you should
know...

Harry . Ifaman can’t manage his own daughter,

how the hell can he manage a business?
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Mr. Borden :
Mrs. Borden :

Mr. Borden :

Mrs. Borden :
Mr. Borden :
Mr. Borden :
Mrs. Borden :

Mr. Borden :
Mrs. Borden :

Mr. Borden :
Mrs. Borden :

Harry

Mr. Borden :

Harry

Mr. Borden :

Harry

Mr. Borden

I know that.

Knowing is one thing, doing something
about it is another. What’re you going
to do about it?

Got it! I said I was going to speak to
her and I am!

Well speak good and plain this time.
Your ‘speaking to Lizzie’ is around here.
Abby...

She talks, you listen, and nothing
changes!

That’s enough!

Emma isn’t the only one that’s fed to
the teeth!

Shut up!

You’re getting old, Andrew.

You’re getting old!

Here.....have some of mine.

Don’t mind if I do....

Nice mix.

It is.

I used to think...by my seventies...I’d be
bouncing a grandson on my knee...
Not too late for that

It’s like says, knowing is one thing, and
doing is another...you’re lucky you
never brought any children into the
world, Harry; youdon’t have to deal
with them.
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Harry

Mr. Borden :

Miss Lizzie :

Fade out
Scene - 8

Now that’s no way to be pleasing.
Avoid this kind of talking.

There’s Emma......Emma is a good
girl.............. when Abbie and I get on;
there’ll always be Emma..................
Well! You’re not sitting here to listen

to me and my girls are you, you didn’t

- come here for that business, eh, Harry?

I can remember...that moment I was
undressing for bed, I thought I’m the
nice little girl Emma wants me.... But it
wasn’t that at all. I was just growing up.
Do you suppose there’s a formula,
a magic formula for being “a woman”?
Do you suppose every girl baby
receives it at birth, it’s the last thing
that happens just before birth, the
magic formula is stamped indelibly
on the brain. I didn’t get that. I was

born...

The light falls on the Defense who emerges from the upper stage.

The Defense :

Gentlemen of the Jury! I ask you to look
at the defendant, Miss. Lizzie Borden.
I ask you to recall the nature of the crime
of which she is accused. Thirty-two
blows, gentleman, thirty-two blows

fracturing Abigail Borden’s skull,
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leaving her bloody and broken body in
an upstairs bedroom, then, Miss.
Borden, with no hint of frenzy hysteria,
or trace of blood upon her person,
engages in casual conversation with the
maid, Bridget O’ Sullivan, while
awaiting her father’s return home, after
sending Bridget to her attic room,
Miss. Borden deals thirteen blows to the
head of her father. Accusation of the
most heinous and infamous of all
crimes, do you believe Miss Lizzie
Borden capable of these acts? I can tell
youldonot! Ican tell you these acts of
violence are acts of madness!
Gentlemen! If this gentlewoman is
capable of such an act - I say to you -
look to your daughters - if this
gentlewoman is capable of such an act,
which of us can be abed at night. Lizzie
Borden is not mad, Gentleman, Lizzie

Borden is not guilty. That’s all your

honour.

Music fills the background. Black out.

Scene -9

Mpr. Borden is seen with Miss Lizzie in a personal interaction.

Mr. Borden : Lizzie?
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Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

If it’s about Dr. Patrick again I....

It isn’t. - o

I N
Good! /\/ B > }L () ;
But we could start there.
Oh! Papa

Now...first of all...I want you to know
that I...understand about you and the
doctor.

What do you understand?

I understand...that it’s a natural thing.
What is?

I’m saying there’s nothing unnatural
about an attraction between a man and
a woman.

I find Dr. Patrick...amusing and
entertaining....

This attraction....points something
up...you’re a woman of thirty-four
years -

I know that.

Just listen tome, Lizzie............. awoman
of ybur age would be married, eh, have
children, be running her own house.

You’re saying I’m unnatural...
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Mr. Borden :

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

No, I’m not saying that! I’m saying the
opposite to that! I’m saying the feelings
you have towards Dr. Patrick -

But what you have to understand is that
he’s a married man.

If he weren’t married, Papa, I wouldn’t
be bothered talking to him!

What about his feelings for you? -

I don’t know. Can I go now?

I’m not yet finished yet! You know Mr.
Macleod, Johnny Macleod?  He’s
trying to raise three boys with no
mother!

That’s not my problem!

Mr. Macleod’s asked to come next
Tuesday.

Whose idea was this?

No one’s.

That’s a lie-she wants to get rid of me.
I want what’s best for you!

No, you want to get rid of me.

I know what you want!

John Macleod is looking for a wife.
No, he’s looking for a housekeeper and
it isn’t going to be me!

You talk foolish.

You can’t make me get married!
Lizzie, do you want to spend the rest of

your life in this house?
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Lizzie

Mr. Borden :

Lizzie

No......No.............. I want out of it, but I
won’t get married to do it.

I want you to think about........... Johnny
MacLeod!

To hell with him!!!

Mr. Borden appears defeated. After a moment, Lizzie goes to him; she

holds his hand, strokes his hair.

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

Lizzie

Scene - 10

Mprs. Borden enters.

Mrs. Borden :

Lizzie

Mrs. Borden :

Lizzie

Mrs. Borden :

Lizzie

Mrs. Borden :

Papa? Papa, I love you, I try to be
what you want, really I do try, I
try...but...I don’t want to get married.

I wouldn’t be a good mother, I...

How do you know?

I know it...I want out of all this...I hate
this house. I hate...I want out...

For God’s sake, talk sensible.

Alright then. Give me the money,
I’11 go.

Money?
Give me enough that I won’t ever have
to come back.
She always gets round to money.
You drive me to it.
She’s crazy!
You drive me to it.
She should be locked up!
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Lizzie becomes violent by knocking on the table and throwing the utensils.

Mr. Borden : Lizzie!
Mrs. Borden :  Stop her, for God’s sake, Andrew!
Lizzie :  Lock me up! Lock me up!!

Mr. Borden : Stop it, Lizzie.
Lizzie collapses against Mr. Borden.

Lizzie :  Oh! Papa, I can’t stand it. Look at her.
She’s jealous of me. She can’t stand it
whenever you are nice to me.

Mr. Borden : There now.

Mrs. Borden :  Ask her about Dr. Patrick.

Mr. Borden : I’ll handle this my way

Lizzie : He’s an entertaining person. There are
very few around!

Mr. Borden : Show some respect to her.

Lizzie :  She is a lean cow and I hate her.

Mr. Borden slaps Lizzie.
Mr. Borden : Get the hell upstairs to your room.

Lizzie : No.

Mr. Borden : I’m telling you to go upstairs to your
room!

Lizzie . I’ll go only when I’'m ready.

Mr. Borden : I said go.

Defeated Borden goes upstairs. Lizzie moves to Mrs. Borden.
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Lizzie
Mrs. Borden :

Lizzie

Mrs. Borden :

You don’t understand.

You talk foolish.

I’ve the legal right for one third because
I’m the daughter of my father.

What you don’t understand is that your
father is not dead yet. Only a fool will
leave his money to you. Your father is

not a fool. You understand that.

Lizzie goes to the upstairs crying with outstretched hands.

Lizzie
Music at the backdrop.
Fade out
Scene 11

Lizzie

Bridget! Oh! Bridget Where are you
Bridget? Bridget...

I dream ...of a carousel ...I see a
carousel... you see lights that go on and
go off... you see yourself on a carousel
horse, ared - painted horse with its head
in the air, and green staring eyes, and a
white flowing mane, It looks wild!.......It
goes up and comes down, and the
carousel whirls round with the music
and lights, on and off...and you watch
...watch yourself on the horse. You're

wearing a mask, a white mask like the
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mane of the horse. It looks like your
face except that it’s rigid and
white.....and it changes! With each flick
of the lights, the expression, it changes,
but always so rigid and hard, like the
flesh of the horse that is red that you
ride. You ride with no hands! No hands
-on this petrified horse, its head flung in
the air, its wide staring eyes like those
of a dove run down by the dogs!.. And
each time you go round, your hands
raise a fraction nearer the mask.... and
the music and the carousel and the horse
... they all three slow down, and they
stop... you can reach out and touch...
you...you on the horse....with your
hands so at the eyes. ..... You look in to
the eyes!. There are non mask.... pause.
Only a dream... The eyes of your birds...
are round ...and round and bright a light
shines from inside ...they ...can see into
your heart ...theyre pretty ... they loved

me...

The bird’s cage is found illuminated in the light. Slowly the light
fades out.

Scene 12

Fade in at Mr. Borden and Harry who are found seated on the sofa.
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Mr. Borden :

Harry

Harry! Harry, I want all my children to
be looked after... I want to make a will.
Sure... Let’s make the will. I’ve come

for that.

Taking the document in his hand...

Mr. Borden :

Harry
Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

I don’t think they’ll get married.
(hearing a sound) Hi! Who is that?
Lizzie.

Papa! What did you put in your pocket?
That’s none of your business. I said
that’s none of your business.

Farm is my business.

Lizzie moves towards Mr. Borden.

I said leave!

Mr. Harry (offstage) : Andrew...

He enters with an axe in his hands.

Harry

Mr. Borden :

There are birds in the farm house..
Oh! Jesus!

Mr. Borden gets the axe from Harry

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Mr. Borden :

You and your God damn’d birds!
What about the farm, Papa?

You and your God damn’d birds.........
My farm Papa... my birds...

No more your farm. No more your birds.
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Mr. Borden strikes on the platform with the axe. Lizzie blocks him and

pleads with him.

Lizzie

Papa, please...

I loved them, Papa. [ loved them.

Lizzie collapses onto the centre stage.

Fade out

Scene - 11

Emma comes down with a suitcase in her hands from upstairs and tries

to go away.

Lizzie

Emma
Lizzie pleads with Emma.
Lizzie

Emma

Lizzie
Emma

Lizzie

Where are you going?

I want to get away from this place.

I love you Emma, I love you...

I need you... Please don’t go.

I have to go.

Emma! Do you understand?

Do you understand?

Wow! I understand...I understand
enough.

No! Let me explain it to you. We are

not going to get the farm house, one

~ farm house, do you understand?
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Emma

Lizzie

Emma

Yes. I do.

You should talk to him and make
him understand that we are people,
individual people.

Do you know every time I speak to

him...

Lizzie (moving around) : 1 hate him...

No, I hate her. .

Emma (looking into the watch) : 1 have to go now.

She tries to make her exit.

Lizzie (coming back) : Emma

Emma

Lizzie, there are certain things that we
have to face. One of them is we cannot

change everything.

Emma again looks into the watch and goes away.

Lizzie

Go away; Go away. I don’t like you...
I hate you... Nobody cares for me...
I want to die... | want to die... but
something inside says no... I can do

anything.

She shows her fist to the audience.

Fade out
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Scene - 14

Fade in

The Defense is seen on an elevated position. Miss Lizzie is seen seated

at the centre stage.

Defense

Lizzie

Defense

Lizzie

Defense

Lizzie

Miss Lizzie Borden, Miss Borden
would you describe the sequence of
events upon you are father’s return
home?

When he came in we talked as usual.
Bridget and I talked about the farm.
Then she went up to her room.

And then what happened there in the
house?

I went back to the shed.

Continue... continue to say what
happened in the house... What
happened to Mr. and Mrs. Borden?

I returned home and found.... Papa, my

Papa with that lean cow...

Fade out... Background music fills the atmosphere.

Scene - 15

Fade in

Mr. and Mrs. Borden step down from the upstairs talking. Mr. Borden

sits on a chair and takes out a newspaper. Mrs. Borden serves tea to Mr.

Borden.

Mr. Borden :
Mrs. Borden :

Nowadays...

Is there anything in the newspaper?
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Mr. Borden :
Mrs. Borden :
Mr. Borden :

Nothing.
What about Harry?

We have some business.

Mr. Harry enters to greet them and moves away into the kitchen with

Mrs. Borden.

Lizzie enters.

Lizzie

Mr. Borden :

Lizzie

Mr. Borden

Lizzie

Mr. Borden :

Lizzie

Good Morning, Papa.

Good Morning, Lizzie.

Did you have good sleep tonight?

Not bad.

Papa, do you think I’m a strong-minded
person. Do you think that I'm like you?
Youarea ...

Yes! I’m a strong-minded person.

Lizzie listens to the laughter and talking of Mrs. Borden and Harry inside.

Mr. Borden :

What shouting is going on?

Lizzie is standing very close to Papa.

Lizzie

Mr. Borden
Harry (offstage) :

Lizzie

Mr. Borden:

Papa, you don’t go out today, stay
here... And don’t do any business
today...

What for?

Andrew... Andrew...

And stay here... and stay here

Coming... I’'m coming.

111



He moves slowly to the kitchen. Lizzie yells out.

Lizzie

No one cares for me. No one cares for

me. I want to die.. I want to die. But

something inside says no...

Lizzie (with an emphatic gesture of the hand):

Fade out
Scene 16

I can do anything!

Light falls on Lizzie. Dr. Patrick enters.

Dr. Patrick

Lizzie

Takes the hand of Lizzie.

Dr. Patrick

Hello! Good Morning!
Good Morning, My Darling!
Hello! Good Morning...

Come, take my hand...
You said there were birds... Now you

show them to me.

Shows the empty cage to Dr. Patrick.

Lizzie
Dr. Patrick
Lizzie
Dr. Patrick

He comes closer to Lizzie.

Lizzie

No more my birds... They’ve gone....

Did they really exist?

:  There was blood on my hands...

What do you say? What do you mean?

Would you please help me to die?
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Would you help me to die? [ want to
die...

Lizzie makes an intimate pleading gesture.

Lizzie

Would you help me to die?

Dr. Patrick (moving away.) : What do you say....?

Lizzie

Dr. Patrick

I’'madoctor....notan assassin. You’ve
got something mixed up.

I waited for this moment of absolute
clarity.

Idon’t...Idon’t... Idon’t want to fight

with you.... I’m leaving.

Lizzie(Running after him): Dr. Patrick, you are a coward.

Dr. Patrick

Lizzie
Moves towards the dining table.

Lizzie
Mrs. Borden :
Lizzie
Mrs. Borden :
Lizzie
Mrs. Borden :

Lizzie

Mrs Borden :

Lizzie

Oh!

You are a coward.

Where’s Papa?

Out.

Where is Bridget?

Out too.

Why don’t you go out?

What’s wrong with you?

Do you understand, papa killed my birds
with an axe.

Why do you shout?

You know... I’'m a woman of
decision... IfI decide to do something,
I do it. Whoever is responsible for that

must die?
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Mrs. Borden trying to move upstairs.

Lizzie

Stay there! Where are you going?

Mprs. Borden stops her movement.

Mrs. Borden ;
Lizzie
Mrs. Borden :

What do you say?

Stay there, I say... You’ve no rights.

I have the legal rights of a wife. Take
off your hands. Frightened Mrs. Borden

runs to the upstairs...

Lizzie takes a hand hatchet and rushes after her to the upstairs

Melancholic strains fill the atmosphere.

Scene - 17
Fade in

Miss Lizzie comes down the stairs quite tired- moves down with the hatchet

and moves towards the sofa.

Music as backdrop.

Bridget (enters) : What have you done?

Lizzie (moves to Emma) : Keep quiet.

Bridget

What have you done?

Lizzie (moves closer) : 1 came and found...

Bridget

Lizzie

I’ll give you some money...

(becomes frightened at the sight of the
hand hatchet) What have you done? Did
you kill her? Papa will know.

If you help me, no. If he has another
story to believe ... He will

never suspect...

114



They hear the movement of Papa coming.

Lizzie (to Bridget) : You go upstairs (Bridget goes.)

Lizzie hides the hand hatchet

under the sofa.

Mr. Borden (enters): Where is Abby? I want to see her.

Lizzie

You are home early, Papa, you are
tired... Mr. Borden (sitting on the sofa)
I'm getting old, Lizzie.

Lizzie takes Papa’s hand and kisses him on his ring.

Lizzie

Mr. Borden

Lizzie

Mr.Borden

Lizzie

Papa! See how it bites your flesh.

I love you Lizzie... You’re so precious
to me.

I forgive you Papa for killing my birds.
I love you, Papa.

I, too, love you. You’ll always be
precious to me.

Papa, kiss me... kiss me.

She moves closer to him. He kisses her on the forehead.

Lizzie

Mr. Borden :

Lizzie

Thank you, Papa. Thank you.

Why are you crying, Lizzie?

Because, I'm so happy, I’m so happy...
Papa... Why don’t you lie down and
take rest?

Lizzie helps him to remove the shoes.
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Lizzie

Shut your eyes and go to sleep....

Lizzie hums a song and takes the hatchet from below the sofa and still

humming lifts to kill him ...
Black out.
Scene - 18

A light gleams from the backstage. Emma comes down the stairs with a

lantern in her hands. Music follows.

Emma
(frantically)

Lizzie

Emma

Lizzie

Emma

Lizzie

Bridget

Where is she? Lizzie, Bridget!
Bridget! Where is she?

Lizzie! What have you done?

Why don’t you move away?

Did you, Lizzie? Did you? Did you
Lizzie?

Oh! Emma! You are asking the same
question over over again. If you
continue to ask the same, I may have
to take something sharp to you.

Oh Lizzie! You make too much of
noise. What have you done! What
have you done Lizzie?

You are like a mother - almost like a
mother. Do you think I am a puppet
in your hands? No, I’m not a puppet.
I can do anything that [ want.

Lizzie! Lizzie!

Bridget takes the hatchet from Lizzie s hand and says:
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Bridget :  Now I'm sure, you did it.
Emma . Youdid it. Did you, Lizzie?

Elevating herself to the central stage and assuming an asserting position.

Lizzie :  Ididn’t.....Ididnt..... You did it. You...
you did it...

Music fills the background and light ﬂashe& behind. Actress and Bridget
stands spell bound as the lights slowly fades out.

The final fade out.
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Audience response analysis questionnaire
Blood Relations Performed on 13-04-2005
at School of Drama Studio Theatre Thrissur

To the Audience

1.

Is the central theme of the play comprehensible?
®0 MISHABONG DEluyEmo WERUBAS aGOEEOgo BMQIaW?

Did you feel any difficulty in understanding the language used by the actors?
@REIBM@ILHB)OS CIHWOS DalCWINo AMAILIENMGIN ago®sslane allw
oOW1ed 6n)EUIR)S)EMBIC@O?

What, according to yoii,are the problems of presenting the play in English lan- |

guage?
Mosého Wo@laHlad @raIm@laflaj@ilad agemeoe (a10ewouiie snavia)g)ego6n)
Glaldaemm mlawled mlEsulenm)enoqase?

How far did the use of light and sound contribute to the success of the play?
wenisalje 6AIS1ajalo MISEOION ANRWEINT A @EEMIBo MANIWEAIWS?

What is your impression of the set of the play?
MISBEMONG  PoMBRIGEEMeTDEN)Gla] MITBRG)eOS @RENAIOWo?

What are your opinions about the costume and properties in the play?
MISSHAWIOA GO, 2o, BOGUIAIMHOEMEBRUD af)MIOWEN) GO )Mo GRE
(alOWo?

How far did the music contribute in bringing out the tone and tenor of the play?
MIS&EWIONG MED HAUEILOSNMGIEB VoMo AfMEEMOSo VAN E:AOWS?

Which actor / actress impressed you most and why?
o@@ msad/ms] mleerag aganawleo muowlmlay?

Would you please pen down your valuable suggestions for the further improve-
ment of the play?

To the actors and the student director

What was your experience in staging the play in the English language for the
Malayalee audience?

CHOBAWO Clal&tdmB@s6)e0UmME] WolaHlad MoSHo 621QMEIITd DeNIW
@RM)RALBRUS Alih)UWH60CAI?

What difficulties and challenges did you face in actualizing this play on the
stage?

cfl@1ad MISo @R 80 R18e)M®IG agomeioo eaighaillgl&goem
emalg®?
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An analysis of the responses received from the audience indicates
some of the basic problems of intercultural semiotic transference. The
hybridity of the visual imagery and verbal performance in the colonised
and Indian English opened up the windows toward an intercultural
communicative vibrancy. The performance communicability status in
many of the responses was very positive with some exceptions. The

exceptions centered on the distancing effect of Indian English.

The scenic setting of the play and the presence of all characters
on the stage as investigative satellites were well received by the audience.
Lizzie’s character stood apart as a haunting memory and a social warning
. The meta-theatrical character within the character and the play within

the play contributed towards the contrasting dynamics of the performance.

The methodology of transcoding the text from page to stage had
its manifestations at all levels of the play production . The process of
rehearsals was illuminated with an intercultural ambience and building
up the characters was done with improvisations and theatre games. The
realistic performative configurations activated the sub-textual dimensions.
Lizzie Borden in costumes suggestive of westernised intercultural
atmosphere performed in Indian English, the tragedy of any woman
entrapped in filial affections and materialistic outburst reaching the plane
of self-destruction composed of patricide and step matricide. The cultural
difference and the feministic nightmare culminated in universalising the
human conditions within the performative space. The performers
involved themselves very closely with the transcultural levels of feelings

and freedom.
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Decoding Blood Relations on the stage with student actors as
performers produced a signalling system that articulates the creative
transference of visual images of culture. The act of translation on the
stage became an act of transgression and violation into another cultural
space. The liberating instincts that sprout through the deadly act of Lizzie
got powerfully communicated to the performers, who in turn attempted
to enter into an intense dialogue with the minds of the spectators. The
irresistible female urge to transcend the realm of the real into the unreal
got registered into the performative vocabulary of the play. “I want to
die ... want to die... but something inside says ‘NO’... I can do anything.”
(Blood Relations, 17). Miss Lizzie Borden signifies the female fantasies
of counter violence against a system that goes on subjugating the female

principle through time and space.
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Sharon Pollock’s
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Light & Design : Sreejith, Abeesh, ManiPrasad
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The set design of Blood Relations

P |
bcsddieadiadidad

The Artists and the Performers of Blood Relations with the Student |
Director, the Researcher and the members of the Staff of
| School of Drama & Fine Arts
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The Defense : Gentleman of fhe Jury! | ask yoﬁ to look at the defendeht,
Miss Lizzie Borden. | ask you to recall the nature of
the crime of which she is accused.

He killed my birds, he took the axe and killed them.

They loved me... my birds.I held them in my hands.

| felt the hearts throbbing and pumping.

And the blood gushed out off their necks. It is all over my hands.




If a man can’t manage his own daughter,
how the hell can he manage a business -
that’s what people say.

Harry :' Lizzie Loves birds, trees, flowers and everything. 127
| Whom she doesn't love is just me and the human beings. ;

i




Lizzie

Emma : You always paint the background
but leave the rest to my imagination.
Did Lizzie Borden take an axe?
... If you didn’t I should be disappointed ...
and if you did | should be horrified.

There’s something you don't undevrsta'nd,
Papa You can’t make me do one thing that| don’t want to do.
I'm going to keep on doing just what | want ,when | want-like always!




Lizzie : I'vethelegal riéhtforonethixd becatise fmthe daughter of my father, ‘ What have youvdone?
MrsBorden ' What you don'tundetstand s that your father s not dead yet. v Did you, Lizzie?

Only a fool wil leave his money to you. ' Did you?

Papa, I'm so happy. Now ..'..put youf feet up and get to sleep........
that’s right.........shut your eyes......go to sleep .........go to sleep .....
i 3 ‘ 1 | ‘

I
{ i 1




Lizzie : Would you help someone die, Dr. Patrick

Dr.Patrick : Why do you ask that? | am a Doctor, not an assassin

Lizzie : Do you think there is a magic formula for being a woman?
| Doctor, after the death of my mother | was born defective.

= j

Emma :  You did it. Did you, Lizzie
Lizzie : No. Ididn't... | didnt... You did |t 130’
You...you did it!!




Gk

Lizzie ' No more my birds.k.. They've gone....

oo

Dr. Patrick : Did they really exist?
Lizzie : There was blood on my hands...
Dr. Patrick :' What do you say? What do you mean?

Mr.Borden : You and your God damn’d birds!

Lizzie :  What about the farm, Papa? My farm Papa... my birds..
Mr.Borden : . No more your farm.. No more your birds.

Lizzie :

Papa, please... | loved them, Papa. | loved them.




Mrs. Borden

Lizzie

Mrs. Borden

Emma

Lizzie

)

:  You talk foolish.
: I've the legal right for one third '
| because I'm the daughter of my father.
:  Your father is not dead yet. Only a fool will leave his

money to you. Your father is not a fool.

Oh Lizzie! What have you done! What have you done, Lizzie?
You are like a mother - almost like a mother.
Do you think | am a puppet in your hands? No, I'm

not a puppet. | can do anything that | want.




. Miss leme & Emma in an intimate dance. :
A scene from "Blood Relations" staged by the students of
| ’St.“l'homas HSS MéaylayattOOr

The Researcher and fhe Research Guide with the members of
the Little Theatre Group at St. Thomas H.S.S. Malayattoor




Digitalizing Blood Relations

C. A. Bijoy “The Plays of Sharon Pollock: Cultural Assimilation vis-a-vis
Linguistic Restratification and Theatrical Actualization ” Thesis. School of
Drama and Fine Arts, University of Calicut, 2007



Chapter 1V

Digitalizing Blood Relations

.Apart from the technical challenges of the.
cinema, the artist must perceive it as a
wonderful, powerful and immensely widespread
art form which will enable him to cross new
frontiers and attain results that are beyond the
scope of theatre, painting, sculpture or
architecture.

(Kuleshor, 1987 : 33)

Digitalising the structures of human feelings centres on translating
images from one culture to another. This post-modern reading is very
much consistent with the hegemonic technocratic interventions. The
inter-semiotic transcodings of Blood Relations did take place in an
atmosphere of shifting paradigms of time and space. This necessitated
the transfigurations of Canadian contextuality as inscribed by Sharon
Pollock. The multiple spatial dimensions of the inter-semiotic text can be

dissected to get a clearer perspective on the process of digital transcoding.

The digital camera looks deeper into the silences within the codified
text so as to reveal the interior landscape of human relations and the

target cultural specificity. Translating the locations became a significant
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geo-cultural selectivity. The ancient settlement of the Jewish community
in Kerala became the enactment area of the inter-semiotic text. Mattanchery
remains a metaphor of human act of transmigration that now has been left
with diasporic memories of a community that transmigrated again to their
homeland, Israel. Lizzie Borden remains as the axis of an investigative
representation of the truth behind the murder of a father and a step-
mother by a daughter. The ancient Jewish Synagogue, the cemetery, the
museum and the ever-changing waves o.f the Arabian Sea opened up a
new signalling system of looking beyond the limits of the written text.
The montage of the digitalized images generated from the post Jewish
Mattanchery is interlaced with unwritten past of the major characters in
the play. What happens is the digitalization of the past of the major
characters in a different contextuality of St.Thomas Mount, the
International Pilgrim Centre at Malayattoor in Kerala. This Judo-Christian
interactivity completes the visual image paradigm of the inter-semiotic
representations. Little Lizzie and her childhood memories within a spectrum
of the fragmented reality silenced by Sharon Pollock in the source text
comes up as an ice-berg full of imaginative distances of the past. The
inter-semiotic transcoding of Blood Relations thus becomes an act of
wiping out the boundaries of the written word images. In the beginning
was the word, and the word became the flesh and blood of the alphabet

of images drawn from the past and the present, both Canadian and Keralite.

The digital discourse paves the way for a deeper understanding of
interpersonal blood relations. The script of the digital text exposes the

creative urge involved in every translatory venture starting from Sharon
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Pollock’s translations of a Canadian reality event into theatrical and digital

horizons of human experiences.

The digital translation of the linguistic and theatrical event of the
master text of Blood Relations is revelatory as it signifies the continuity
of female oppression even in the new world order of technocratic
liquidation of human perceptions. The theatre tele-script articulates the
creative communion between the two visual mediums of live performance

on the stage and the virtual reality on the screen.
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Blood Relations

A theatre tele-film screenplay

...it is the writer who is the dreamer, the
imaginer, the shaper. He works in
loneliness with nebulous materials, with
nothing more tangible than paper and
a pot of ink; and his theatre is within his
mind. He must generate phantoms out
of himself and live with them until they
take a life of their own and become, not
types, but characters working out of their
own destinies. If the ultimate film is to
have any significant content, throwing
some new glint of life on life, it is the
writer who will have to create it...
(Nichols, 1943:20)

On the display terminal the name and address of the research scholar
is seen under the title ‘Research and Direction’. . After that comes the
title of the theatre tele-film, Blood Relations, on the screen accompanied
by a Hebrew song sung by Ms. Offira Gamliel, Hebrew University of
Israel. The song strikes the keynote of the central theme of the tele-film.

The theme of the song is summarised below:



Scene 1

Heed me!

So great is the pain in my heart!
It blazes like fire inside

No breath is left in me,

And so feeble is my energy

Wipe away my sin, as if a cloud
O you, who dwells in mystery!
Heal me so I shall be spared!

Lest, I die and perish.

The strings of broken images that are captured on the screen are
communicative of the pain and the sorrow of a little girl. The famous
Picasso picture ‘A Girl with a Dove’ is shown in close-up as the very
opening shot, which synchronizes with the beginning of the Hebrew
song. The traditional Chinese net is the cultural image of Kerala. The
Jfoggy mountain peaks at Malayattoor, the ever-changing waves of the
Arabian Sea at Mattanchery speak of the Judo-Christian selectivity.
Visual images captured both from Mattanchery and Malayattoor are
stringed together linking with the central theme, as the Hebrew song
progresses. The researcher is seen watching the Jewish cemetery and
the ancient Jewish Synagogue at Mattanchery when the Hebrew song
dissolves. As the song dies out, the verses from the ‘Book of Genesis’
from the ‘Old Testament’ which speak of “blood and revenge” of Abel

and Cain is reverberated in the atmosphere.
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Then the Lord said to Cain;
Why have you done this terrible thing
to Abel? Your brother’s blood is crying
out to me from the ground, like a voice
calling for revenge.

(The Book of Genesis, 11: 9-12)

The bold image of Miss Lizzie Borden with a blood-stained axe in her
hand is shown, followed by the disturbing images of silvery fishes out
of water struggling for life and the next image, blood-stained feathers
flying in the air at the backdrop of coconut trees and the blue sky is
indicative of the cultural transference. The scene is accompanied by a
vibrant music that evokes an atmosphere of horror.

What follows is a jubilant Guitar Composition accompanied with the
visuals of flickering stars and Christmas celebrations.

The midnight Christmas shot.

Dissolves into...

| Scene 2

The morning shot of the rising sun in the beach at Mattanchery. The
remnants of the old buildings are reminiscent of the ancient Jewish
settlements at Mattanchery. Miss Lizzie Borden enters with a handful
of flowers and comes walking to the tomb of her father. She slowly
places those fresh flowers on the tomb where ample candles are flickering.
She folds her hands in prayer and closes her eyes. She is wearing a

black shawl over her shoulders.
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Lizzie : Our father in Heaven
Holy be your name,
Your kingdom come

Your will be done...

As The Lord’s Prayer is begun, the church bell is shown in close-up

and the ding-dong sound is heard twice with a musical echo.

Scene 3

Enters the Defense clad in the official court dress of black and white.

He begins in a tone of interrogating Miss Lizzie who is standing at her
father s tomb with folded hands.

The Defense : Gentlemen of the Jury! I ask you to look at the
defendant, Miss Lizzie Borden. I ask you torecall

the nature of the crime of which she is accused.

The scene shifts itself to the theatre piece where the interrogation
continues.

The Defense : Thirty-two blows, gentlemen, thirty-two blows
fracturing Abigail Borden’s skull, leaving her
bloody and broken body in an up stair bedroom,
then, Miss Borden, with no hint of frenzy hysteria,
or trace of blood upon her person, engages in
casual conversation with the maid, Bridget O’
Sullivan, while awaiting her father’s return home,
after sending Bridget to her attic room, Miss
Borden deals thirteen blows to the head of her
father. Accusation of the most heinous and

infamous of all crimes,
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The scene shifts itself to the theatre piece where the interrogation

continues. The Defense points his finger at the audience:

The Defense : Do you believe Miss Lizzie Borden is capable of
these acts? I can tell you I do not! I can tell you
these acts of violence are acts of madness!
Gentlemen! If this gentlewoman is capable of

such an act -

Again the Defense at Mattanchery appears with an admonition to the

audience.

The Defense : I say to you - look to your daughters, look to

your daughters.

A theatre piece from the Performing Realities of Dr. Mokery is juxtaposed.
Close — up.

The Defense : Beware of your daughters! Beware!! If this
gentlewoman is capable of such an act, which of
us can be abed at night? Lizzie Borden is not
mad, Gentlemen, Lizzie Borden is not guilty.
That’s all your honour.

Music fills the background as the Defense bows his head at the audience.
Black out. |

Scene 4

Fade in on Lizzie who is seen with the Holy Bible in her hands, seated

at the centre stage.
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Lizzie : Stop it, Stop!
She slowly gets up and the soliloquy begins.
...Since what I am about to say must be but which
contradicts my accusation and the testimony on
my part no other but what comes from myself, it

shall scarce boot me to say not guilty. But if

powers divine behold our human action as they

do, I doubt not than but innocence shall make
false accusation blush and tyranny... tremble at...
at.... attt...tremble at... aat....

She makes a powerful gesture and smashes on the stage and says:

At... bollocks...
She screams and strikes the centre stage with her right fist.
Tremble at patience, at patience...patience.

Slow fading of music and light.

Scene 5

Lizzie is shown in the beach at Mattanchery rehearsing herself before

the mirror. A youngster is seen helping her with the make-up.

Lizzie : I day-dreamed. I dreamt that my name was
Lisbeth. I lived upon the hill in a corner house.
When I was little, everyone teased me.

Cut to-

Shots from the past at Malayattoor - Jewish song in Malayalam
entitled ‘Bird song’ (Kilippattu). Lizzie is seen walking away with the
song through the beach, through the farm ending up in Lizzie seated
on a chair. Her eyes closed.

Bird music
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Lizzie is seen again looking into the mirror. She closes her eyes
and a song flows out. The song Kilippattu is a historical narrative of
the arrival of the Jewish community from Israel to Kerala. The backdrop
of the song is interwoven with bird music and the dance of little Lizzie.
The young girl addresses the little birdie in an intimate and innocent
tone.

I bring to you milk and plantains,

My little birdie! |

To you who dwell in a golden cage,

My little birdie!

Ample birds are dancing in the forest

All enthralled inside the deep forest

The hunter comes with a bow and arrows
Entrapped! In his wild net

Pigeons... ten in numbers came!

The fluttering wings caught in the wild net
Flying away... with their bleeding wings.

Scene 6

The skip rope of young Lizzie with her friends playing denotes the passage
of time and space. Further the camera moves to the grown- up Lizzie
sitting with Dr. Patrick. He is seen in his official coat of a Physician
while Lizzie is clad in white with a cap on her head. Dr. Patrick places
the stethoscope upon her heart. As the doctor takes away the stethoscope
from her chest, a musical composition emerges out. He looks at her

face with suspicion and anxiety.

Dr. Patrick - : Lizzie? Lizzie?
Lizzie : What?
Close up.
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Dr. Patrick : Did you?

Lizzie : Did I what?
Bird music again fills the atmosphere.

Cut to-

Scene 7

In the beach at the background 'of the Chinese net and a very busy
crowd of people going to and fro is seen Mr. & Mrs. Borden sipping

the juice out of the tender coconuts and they encounter each other.

Mrs. Borden : Do you know what they are saying in town
about her and the doctor?
Mr. Borden stops drinking from the coconut and shout out angrily at
Mprs. Borden.

Mr.Borden  : God damn it! I said [ am going to speak to her
in my own way...

Cut to -

Scene 8

Lizzie is seen standing very close to Mr. Borden with her head resting

on his chest. She points her finger at Mrs. Borden and speaks in a tone

of accusation.
Lizzie : Look at her. She’s jealous of me. She can’t
stand it whenever you are nice to me.
Mr. Borden  : Show some respected to her.
Lizzie - She is a lean cow and I hate her
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Myr. Borden warns Lizzie pointing his finger at her.

Mr. Borden  : Lizzie, Get the hell upstairs to your room.
Lizzie : No.

Mr.Borden  : I’m telling you to go upstairs to your room!!!
Lizzie : I’'ll go only when I’'m ready

Mr. Borden  : Isaid go.

Mr. Borden appears to be defeated. He goes upstairs.

Scene 9

Lizzie is standing among the Chinese net in the Arabian Sea looking

deep into the distant horizons. She says;

Lizzie : I dream of a Carousel...

The face of Lizzie dissolves itself to the cute face of young Lizzie in a

Christmas celebration.

The scene shifts itself to a night shot where a group of young girls
perform Margamkali, the traditional Christian musical dance form of
Kerala. Young Lizzie is seen watching the Christmas crib and the
Margamkali. Mr. Borden, Mrs. Borden and the inmates of Daivadan
Centre, Malayattoor are also seen at the backdrop. The Margamka_li

song accompanied by the musical bell fills the atmosphere.

Shower upon us your love,
The power and the glory

And make us flower
Like Peacock’s feathers

Blessed be the name of Marthoma

147



The apostle of courage

And conviction

We seek your favours and blessings

Our prayers hope and sweat

Is on the Mother earth!
When the song ends with the invocation to Marthoma, the seen dissolves
into the Christmas celebration at Daivadan Centre at Malayattoor where
young Lizzie is seen cutting a Christmas cake along with her parents

and the inmates of the orphanage.

Ham Ha! It’s a happy day
We wish you Happy Christmas!!

Cut to-

Scene 10

The scene dissolves itself to the theatre piece where Miss Lizzie is seen
in a dreamy world.

Lizzie : I dream ...of a carousel ...

You see lights that go on and go off...

The images from the life of young Lizzie with her mother praying at the
fourteenth station of the way of the cross at St. Thomas Mount
Malayattoor.
The flickering of the candle lights and the folded hands of the mother
and the child add to the pious atmosphere.

You see yourself on a carousel horse, a red -
painted horse with its head in the air, and green
staring eyes, and a white flowing mane, it looks
wild! It goes up and comes down, and the
carousel whirls round with the music and lights,

on and off...
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Miss Lizzie moves around as if in a trance. She hides her face with the

palm of her hands.

And you watch ......... watch yourself on the
horse. You’re wearing a mask, a white mask like
the mane of the horse. It looks like your face
except that it’s rigid and white...and it changes!
With each flick of the lights, the expression, it
changes, but always so rigid and hard, like the
flesh of the horse that is red that you ride. You
ride with no hands! No hands on this petrified
horse, its head flung in the air, its wide staring
eyes like those of a dove run down by the dogs!
And each time you go round, your hands rise a
fraction nearer the mask.... and the music and
the carousel and the horse ... they all three slow
down, and they stop... you can reach out and
touch... you.... you on the horse...with your
hands so at the eyes. ... You look in to the eyes!
There are none! None! Just black holes in a white
mask.... pause. Only a dream, the eyes of your
birds... are round.... and bright a light shines from
inside.... they.... can see into your heart ...they’re

pretty ... they loved me... they loved me...

The close up shot of the empty cage is shown. Lizzie's face looks very

sorrow-stricken.
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Scene 11

Mid shot. Interior of a room. Miss Lizzie and her father are seen
together. She is reading a book while Mr. Borden speaks to her.
My Borden and Lizzie are seen standing inside a room. Lizzie is reading

a book. Mr. Borden appears with a walking stick and smoking pipe in
his hand.

Mr.Borden  : Iam saying the feelings you have

towards Dr. Patrick.
While reading, without looking to the face of Mr. Borden.

Lizzie : What feelings?
Mr.Borden  : Coming close to Lizzie.
What you have to understand is that

he is a married man.

Lizzie closes the book that she has been reading. Lizzie puts the book

down and faces Mr. Borden with a smile.

Shot 2

Lizzie : If he weren’t married Papa,
I wouldn’t be bothered talking to him.

He walks away from Lizzie to the garden.

Lizzie : Just a game Papa, just a game.
Close up shot.
An exclamatory expression on Mr. Borden's face.

Mr.Borden  : Justagame!!

Lizzie is seen looking straight into distance.
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Lizzie : You have no idea. How boring it is, so
I play a game and it is a blessed relief to
talk to a married man.

Mr. Borden is seen walking away with Lizzie. He speaks.
Mr.Borden  : Lizzie, youtalk foolish.

Dissolves into.

Scene 7

Mr. Borden stands with a heavy axe in his hand and speaks out very

angrily.
Mr.Borden  : You and your God damn’d birds!

Lizzie is pleading with Mr. Borden in a shrill voice.
Lizzie : What about the farm, Papa?
Mr.Borden  : You and your God damn’d birds...
Lizzie : My farm Papa... my birds...

Mr. Borden powerfully and mercilessly expressing his bitterness ...
Mr.Borden  : No more your farm...

No more your birds.
Mpr. Borden strikes on the platform with the axe Lizzie blocks him and
pleads with him. |
Lizzie : Papa, please...
Lizzie collapses onto the centre stage.
Lizzie : I loved them, Papa. I loved them.
Lizzie moves to Mrs. Borden.

- Cut to -
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Scene B

Miss Lizieis seen with Mrs. Borden arguing about her rights as a
daughter.

Lo - You don’t understand.

MaBorden : Youtalk foolish.
Lizse : I've the legal right for one third because I'm
~ the daughter of my father. |

Mm Borden : What you don’t understand is that your father
is not dead yet. Only a fool will leave his money

to you. Your father is not a fool. You understand

that.
Lizze : Bridget! Oh! Bridget

Lizzie goes to the upstairs crying out with out- stretched hands.

Lizzie : Where are you Bridget?
Bridget...
Music at the backdrop-
— Fade out—
Scene 15

The scene is set at the interior of a room at Jewish settlements at

Mattanchery. My Borden is seen sitting on a chair writing a will.

Mr. Borden : Iwantto make awill.

I want my daughter to be looked after.
I don’t think she’ll get married.
~ Hearing a sound Mr. Borden looks up.



Mr. Borden  : Hi! Who is that?
Lizzie comes to him.
Mr.Borden  : What do you want?
Lizzie : Papa! I want those papers.
Mr.Borden  : That’s none of your business.
I said that’s none of your business.
Lizzie : Farm is my business, Papa. You are signing
the farm and everything over to that fat cow.
Lizzie moves towards Mr. Borden as if to snatch those papers.

Mr.Borden  : I will see that you are looked after.

Lizzie : I don’t want to be looked after.
Mr. Borden  : sinks into a pensive mood and he looks down.
Scene 15

In the beach. Mid shot. Mr. & Mrs. Borden are seen sitting under a
tree. Mr. Borden strums the guitar as Mrs. Borden sings a song in

Malayalam which speaks of her anxiety over Miss Lizzie.

Mrs. Borden : Like a way-ward spring
Why have you become one with...
The branches of my dream?.
Lizzie and Mr. Borden is seen together. Mr. Borden plays his guitar.
Lizzie steps down on to the rock with her right wrist clutched together

showing her wrist to Mr. Borden.

Lizzie : You are a strong - minded person Papa.
Do you think that I am like you?
Close up shot.

She shows her wrists to her papa.

Mr.Borden  : In some ways.
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The music flows with the song.
Lizzie : Papa, I am a very strong person.

Mr. Borden is shocked at her words and become silent for a moment.
Cut to -

Mr. Borden sings a beetle song strumming the guitar.

Scene - 16

Mers. Borden and Lizzie appear in a combined shot. Interior shot in a

café. Mrs. Borden and Lizzie are seen at the dining table. Music flows
out at the backdrop.

Mrs. Borden : Why don’t you move out?
Lizzie looks angrily and says.

Lizzie : Give me the money and I will go .

Mrs. Borden : Money, money, money!

Mrs. Borden sits firmly on the chair. Sudden response is hooked from

Lizzie.

Lizzie : Andgiveme enough that [ won’t

have to come back.

Mr.Borden is seen. getting up and trying to move away.

Mrs. Borden : She always gets round to money.

Mr. Borden comes with a smoking pipe in his hands. There is a toy in

his hand, which he hands over to Lizzie as he comes in.

Mr. Borden  : Hi! Lizzie, what is happening?

154




Lizzie is seen hitting angrily on the table

Lizzie : You drive me to it.
A little frightened. Mrs. Borden looks at Mr. Borden.

Mrs. Borden - : She is crazy.
Close up
Frightened face of Mrs. Borden
Lizzie again hits the table and gets up with the fork.

Lizzie : You drive me to it.

Mrs. Borden (moving away) :  She should be locked up!
Lizzie is seen smashing the plates in the dining room. Enters Mr. Borden,
he attempts to restrain her.

Close up shot.
Lizzie : Lock me up. Lock me up.

She shows a gesture of liberation.

Cut to -

Scene 17

The scene is set on the sands in the beach. The Chinese net and the

fishermen in action are seen at the backdrop.

Mprs. Borden and Miss Lizzie combined shot. They are seen walking

through the beach. Miss.Lizzie is seen abruptly looking at Mrs. Borden.
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Lizzie : Did you know Papa killed my
birds with an axe? He chopped
off their heads!

Mrs. Borden - close up - sadness, tension and fear is visible on her face.

Lizzie speaks very softly but sternly to Mrs. Borden.

Lizzie : At first I felt bad, but I feel better now. l am a

of decision. When I decide to do things I do

them.

Embarrassed and restless expression is seen on the face of Mrs. Borden.

She tries to rush out of her grip.

Mrs. Borden : Iam going.

Lizzie : Where are you going?
Lizzie blocks Mrs. Borden with her body.
Lizzie : Stay here.

Mprs. Borden tries to move away, but Lizzie clutches her hand - Mrs.

Borden tries to skulk away.
Lizzie : Come.

She pulls her towards the door - Mrs. Borden s face looks very sad. She
pulls Mrs. Borden holding on to her sari.

Close up of fallen Mrs. Borden.

The fishermen who pull down the heavy log of stones is shown at the

foreground. Mrs. Borden and Lizzie are seen at the backdrop.
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Scene 18

The refrains indicating the murder of father and mother are reverberated
at the background. The jubilant scenes of Christmas celebrations add

colour to the night shot.

Lizzie Borden took an axe
Gave her mother forty whacks
When the job was nicely done
Gave her father forty-one,
Forty-one, forty-one!!

Scene 19

Dr: Mokery appears with the haunting question that pricks the conscience

of Miss Lizzie. He moves among the audience and ask the question

again and again.

Did you or didn’t you?
Did you Lizzie? Did you?

Enters Dr. Patrick and takes the hand of Lizzie.
Dr. Patrick : Come, my Darling.
You said there were birds...
Now you show them to me.

Lizzie shows the empty cage to Dr. Patrick.

Lizzie : No more my birds... They’ve gone....
Dr.Patrick = : Did they really exist?
Lizzie : There was blood on my hands...

Dr. Patrick : What do you say? What do you mean?
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He comes closer to Lizzie.
Lizzie : Would you please help me to die? Would you
help me to die? I want to die....
Lizzie makes an intimate pleading gesture.
Dr. Patrick : ,O! Lizzie.

The scene shifts to the beach there very close interaction between the

two youngsters are captured.
Lizzie : Would you help me to die?
Dr.Patrick appears to be moving away from Lizzie.
Dr. Patrick : What do you say?
I’m a doctor.... not an assassin.
Miss.Lizzie looks at his profile andasserts:
Lizzie : You are a coward, Dr. Patrick.

Standing together with Dr.Patrick and looking far into the horizon.

Lizzie : Did Lizzie Borden take an axe? If I didn’t you
should be disappointed.
Close up of Lizzie's face.
Lizzie : And if I did you should be horrified.

As if asking to the audience.

The scene is set in the beach. Both Dr.Patrick and Miss.Lizzie are seen

sitting on the rocks.
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Lizzie : Do you think there is a magic formula for being
a woman? Doctor, after the death of my

mother I was born defective.

Dr. Patrick : Oh! You are a precious and unique person,
Lizzie.
The camera moves to the hilarious scenes of the couple on the beach.

They dance together in tune with the music.
Scene XX

Close up of Lizzie s face in the mirror.
Bird music

Lizzie rehearses before the mirror.
Role-playing.

Miss. Lizzie is seen looking at the mirror from different angles.

Lizzie : I am supposed to be a mirror. I am supposed
to reflect what you want to see. But everyone
wants differently.

Lizzie is seen again doing the rehearsals on the mirror, seated on a

chair, starts muttering in an emphatic and assertive tone.

Lizzie : I want to die ... I want to die. But something

inside won’t let me. Something says no. I can

do anything!

Cut to scenes with her mother at Malayattoor.

-Fade out-

Scene 21

The Defense is seen on an elevated position. Miss Lizzie is seen seated

at the center stage.
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Defense

Lizzie

Defense
Lizzie

Defense

Lizzie

: Miss Borden, Miss. Borden, would you describe

the sequence of events upon your father’s return

home?

: When he came in we talked as usual. Bridget

and I talked about the farm. Then she went up to

her room.

: And then what happened there in the house?
: I went back to the shed.

: Continue... continue to say what happened in

the house.. what happened to Mr. and Mrs.

Borden in the house.

: I returned home and found.... Papa, my Papa

with that fat cow.

Fade out... Background music fills the atmosphere.

Mr. Borden is seen with Dr. Patrick and a youngster preparing himself

to be assaulted.

Scene 22

Again the chorus sings the refrains. The visual of Mr. Borden getting

ready to be butchered is on the screen.

Chorus: Lizzie Borden took an axe

Gave her mother forty whacks

When the job was nicely done

Gave her father forty-one,

Forty-one, forty-one!!

Inter cut - appears Dr. Mokeri in a reflective tone.

Close up shot.
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Mr. Borden  : I love you Papa, I love you Papa...

Cut... cut... cut...

Scene 23

Lizzie and Mr. Borden is seen together - fantasy lighting - misty sunset.
Lizzie and Mr. Borden seated on a platform of the tomb. He is with his
guitar playing a song.
Mr. Borden  : Sometimes I feel like a motherless child Along
with my former home. Sometimes I feel like

I am almost gone.

He is humming the song. Lizzie looks at him. He stops for a moment
Mpr. Borden smiles at Lizzie.

Cut to
Lizzie reaches close to Mr. Borden.

Lizzie : You are home early, Papa.
Smiles and takes her hand.

Mr.Borden  : Iamjust getting old, Lizzie.
She looks at the ring on his finger.

Lizzie : Do you remember Papa when I gave you this.
You have never taken it off. See, how it bites
into the flesh of your finger.
Lizzie takes Mr. Borden's hand in her hand. Close up of the finger with

the ring.
Lizzie presses his hand to her lips.
Back shot.
Lizzie : I forgive you papa, I forgive you for

killing my birds ... you look so tired. Why don’t

you lie down and rest? Put your feet up!
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She sits and she places his head over her lap and fondles his hair like a
mother.

An expression of extreme happiness appears on his face. Close up.

Mr. Borden : you are a very good girl, Lizzie. I don’t hate
you. I love you. You will always be precious

to me.

She .is stroking his hair backward.

Lizzie smiles at Mr. Borden.

Lizzie : Oh! Papa.... please... kiss me.
Mr. Borden kisses her on the forehead.

Lizzie : Thank you Papa.
Close up of Lizzie s face on the verge of tears.

Mr. Borden : Why are you crying?
Lizzie : Because I am so happy. Now ...

get to sleep ... that is right ... shut your eyes...

go to sleep.

Mr. Borden lies down. Lizzie helps him to put his leg up. She sits

beside him.

Mpr. Borden lies down on the tomb and closes his eyes to sleep in his
daughter s presence. Lizzie starts humming some Spanish tunes which

amounts to mean the following:
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Sleep falls on the woods and the waters
On the meadows,

The flowers and the eyelids

Breath and I hear you my Darling

Let us sleep

A child holding up in her hands

Not lanterns or petals

But the death of a hare!

Still humming she moves beside the tomb... takes the hatchet in her
hand and moves towards the father with the axe behind her.
Cut to

Lizzie slowly raises the hatchet very high into the sky. Close up.

A montage of the sky, the church and the raised hatchet appears on the

screen.
Jump cut

Little Lizzie is seen with her mother praying at the fourteenth station at
the St. Thomas’ Mountain at Malayattoor. Suddenly she blows out the
burning candles and runs away from her Mother. Her Mother is seen

shouting at her. Little Lizzie runs away... climbing the steps.

Scene-23

A farmer appears in his typical traditional dress of farmers in Kerala
and sings his soul out in a folklore song in Malayalam which

communicates the following:

Atrocities fall like endless rain
O God, my creator,

I cry to Thee with a broken heart.
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A light gleams from the back screen. Emma comes down the stairs with
a flickering lantern in her hands. She is clad in white. An expression
of anguish is visible on her face.

She moves around frantically and shouts.

Emma : Where is she? Lizzie, Bridget!

Bridget! Where is she?
Emma locates Lizzie beside the sofa. Very sharply she asks to Lizzie.

Emma : Lizzie! What have you done?

Lizzie : Why don’t you move away?

Emma’s facial expression is as if smelled something about the murder.

Emma : Did you, Lizzie? Did you?

Did you Lizzie?

Lizzie points the finger at Emma as in a warning.

Lizzie : Oh ! Emma! You are asking the

| same question over and over
again. If you continue to ask the
same, [ may have to take

something sharp to you.

Emma appears to be alarmed at her words.
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Emma : Oh Lizzie! You make too much
of noise. What have you done!

What have you done, Lizzie?

Lizzie : You are like a mother - almost like a mother.
Do you think I am a puppet in your hands?
No, I’m not a puppet. I can do anything that

[ want.

Bridget enters from the right side of the stage as if decided to encounter

with Lizzie.

Bridget : Lizzie! Lizzie!

Bridget takes the hatchet from Lizzie’s hand and says;

Bridget : Now I’m sure, you did it.

At the discovery of the hatchet Emma is alarmed. She screams in a

shrill voice.
Emma : Youdid it. Did you, Lizzie?

Lizzie assumes an assertive position on the center stage. Pointing her

finger at the audience she screams in a shrill voice.

Lizzie : I didn’t... I didn’t... You did it.
You... you did it...

Music fills the background and light flashes behind. Actress and Bridget
stands spellbound as the lights. Slowly fades out.
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At the moment when Lizzie lifts the hatchet the music abruptly changes
its tone to a trance-like movement. A group of birds are seen flying high
from the fields. After a few seconds an image of liberated Lizzie who
frees herself from the clutches of the Chinese nets that entangles her is
visible on the screen. The Spanish love song continues as the image

dissolves itself. The list of cast and the credit appears on the screen.

Final fade out.
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The Chinese net and the everchanging waves
of the Arab|an Sea at Fort Kochl, Kerala, one of the locations of the Tele-film

{

Heed me! So great is the pain in my heart!
It blazes like fire inside. No breath is left in me,
And so feeble is my energy. ' 179"

|




Lizzie

The Defense

Our father in Heaven / Holy be your name,
Your kingdom come / Your will be done...

: I say to you - look to your daughters,
look to your daughters.

i
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| am'supposed to be a mirror. | am supposed to reflect
what you want to see. But everyone wants differently.

| want to die ...| want to die. But something inside won’t
let me. Something says no. | can do anything!

“Sometimes | feel like a motherless child...”
Young Lizzie with her father and mother moving across the river Periyar
Mr.Borden is seen strumming the guitar and singing a song 131}




The hunter comes with a bow and arrows / Entrapped! In his wild net
The fluttering wings caught in the wild net / Flying away with their bleeding wings.
| | ‘

Lizzie Borden took an axe / Gave her mother forty whacks
When the job was nicely done

Gave her father forty-one, / Forty-one, forty-onel!




| Showefupon us your love, / The power and the glory
And make us flower / Like Peacock’s feathers
Blessed be the name of Marthoma

= i i s s o1 G

Golden memories of young Lizzie celebrating ChriStmas with her parents at
: Daivadan Centre, Malayattoor | 183! Py
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Did Lizzie Borden take an axe?
If 1 didn’t you should be disappointed.
And if | did you should be horrified.

-

‘1 day-dreamed. | dreamt that my name was Lisbeth.
| lived upon the hill in a corner house.
When | was little, everyone teased me.




Dr. Patrick

Dr. Patrick

nkt

Do you thi

; Dr. Patrick

SN
M o

Lizzie ? Lizzie?

Did you?
Did | what ?

here is a magic fbrmﬁla for bzeing awoman?
~ Doctor, after the death of my mother | was born defective.
: ' Oh!youare a precious and unique person, Lizzie.



leile ; i i‘. You are a strong mmded person, Papa.
: i Do you think that lam hke you?
'Mr.Borden, : Insome ways.

L e i e apa,iamaverystrong person.

Lizzie : il lee me the money and IW|II go
Mrs.Borden ' : Money, money, money! | ‘ '
Lizzie | | : Andgive meenough thatlwon't have to come back. | 1186
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. Mrs.Borden' | : ' Do you know what they are saying
_ L in town about her and the doctor" ‘ ; il
'Mr.Borden 1 God damn it! 1 said | am going to b b
b speakitd her in my own way... i

Did you kn0w, Paba kllied my blrds w:th an a)ke7 W
| He'chopped off their heads! (! ?
At first | felt bad, but | feel better now.
. lamawoman of decgsmn.When I decide
to do things 1 do them. | Il 187,

e

Lizzie




Mr.Borden el I want to make a will.| want my daughter to be
: ’ ?Iooked after. 1 don’t think she’ll get married...

I will see that you are looked after.

Papa, | don’t want to be looked after.

Lizzié

i

Lizzie ' : What feeling§7
Mr.Borden : Coming close to Lizzie.
What you have to understand is that he isa marrled man.

If he weren’t married Papa, I wouldn’t bother ’ il m
i . - { 7, . ' 11 i

Lizzie




‘ ’i,bring to you milk and‘plangtains, my little bi’rdie! / To you who dwell in a golden cage, '

i The hunter comes with a bow and arrows / Entrapped! In his wild net
The fluttering wings caught in the wild net / Flying away with their bleeding wings.!

{ |

Breath, and | hear you my Darling,Let us sleep
i * A child holding up in her hands |
Not lanterh; or petals But the death of a hare!

i




Mr.Borden

:| Sometimes | feel like a motherless child
Sometimes | feel like I'm almost gone...

The researcher at the main ent}ance of the Jewish Synogogue




Mr. Borden 3 Somet?imes | feel like a motherless child
Sometimes | feel like I'm almost gone...

The researcher at the main entrance of the Jewish Synogogue




Mr. Borden

Lizzie

Do you remember Papa,when|| gave yéu this.
You have never taken it off. See, how it bites
into the flesh of your finger.

you are a very good girl, Lizzie.l don't hate you.| love you.
You will always be precious to me. Why are you crying ?
Because | am so happy. Now ...get to sleep ...that is right ...
shut your eyes... go to sleep.
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Lizzie Borden took an axe / Gave her mother forty whacks
When the job was nicely done
Gave her father forty-one, / Forty-one, forty-one!!




i ' Dr.Patrick’s and Miss Lizzie with the Reééarcher/ Director on the
| location at Fort Cochi Beach

The AI‘tIStS and the camera crew w1th the Research Scholar
~ and the Research Gmde i I




The Artists and the camera crew with the dlrector I researcher

sharmg Ilghter moments at the ancient church struck: by the elephant |
at St Thomas Mount, Malaya‘ttoor
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Conclusion

C. A. Bijoy “The Plays of Sharon Pollock: Cultural Assimilation vis-a-vis
Linguistic Restratification and Theatrical Actualization ” Thesis. School of
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Conclusion

As this world shrinks together like an
aging orange and all people in all
cultures move closer together (however
reluctantly and suspiciously) it may be
that the crucial sentence for our
remaining years on earth may be very
simply : Translate or Die. The life of every
creature on the earth may one day depend
on the instant and accurate translation of

one word.

(Engle and Engle, 1985: 2)

The research perspective recognizes the multi-dimensional levels
of translation beginning with the translation of a Canadian ‘reality-event’
into structures of a theatre text by Sharon Pollock. This original translatory
act by the author transcends further to the level of inter-lingual and inter-
semiotic translatory planes. The transcoding and transpositioning
involved in the process lead to a further level of digital transfiguration.
This intercultural semiotic praxis, thus envisaged, in the ultimate analysis,
paves the way for a meaningful discourse between the multi-cultured

Canada and Kerala.
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The passage from the page to the stage involving “real” actors
from the specifically Kerala cultural context remained as the central
metaphor of the final level of aesthetics of translation as perceived in the
methodological base and superstructure of the research project.
Translating images becomes much more complex than translating the
written/printed word images. The textual image configuration went
through the process of impersonating the Canadian metaphorical reality
by the representational body languages of the actors, specifically of a
different culture -Keralite / Indian. Translating a source cultural body
language remained as the central concern of the culminating phase of

the digital actualization.

Every word, when it becomes blood and flesh, fills up the empty
stage and the empty screen. This act of multiple transcodings resulted in
a creative discourse model. The aesthetics of translation that manifested
in the performative sequences on the stage were inscribed with the
alphabets of spatio-temporal resistance factor. Sharon Pollock’s
configurations of human images permeated with gender-ideological
specificities split up and join like atoms that were performative in nature.
The terrible proximity of the stage images and the spectators created an
atmosphere of inter-personal communication implicit and inbuilt in the

aesthetics of translation.

The literal images of the Canadian cultural historicity get split up
as another cultural and visual programming. The spoken English
intervened by the phonetic and phonemic peculiarities of another

language, Malayalam decoded the Canadian source textuality.
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The body language of the actors within the cultural ambience, scenic
and lighting design incorporated with music created an inter-culture
performative modeling system. The process of restratification and
reactualization with movement and choreography of human images

constituted the backbone of this multi-dimensional actualization.

The instances of animated body discourse on the stage project
the intensity of the inter-personal and inter-cultural blood relations. The
Bio-chemistry of translation with its elemental configuration of utterances
of the body, slowly generate the inter-communicative realms of actuality
in the Kerala context. Performance, here, becomes an endless passion
for liberating oneself from the clutches of conventional gender
compromise. Lizzie Borden, in the last instance, liberates herself after
the fantasies of patricide and matricide into the inexplicable frontiers

of titanic dimensions of love and freedom.

The inter-linking of the stage and the screen that happens in the
digital translation is another instance of representing a creative passion
for changing and updating ourselves. The Bio- technological inter-
weavings and the creative mixing of digital frames of both mediums
reach to a level of multiple union of differing human expression. The
synthesis of theatrical and digital events of transformation and
transfiguration captured by the digital camera reveal the inter- semiotics

of the aesthetics of translation embedded within the process.

184



The word image metaphor of Blood Relations is compressed with
meta-linguistic modules of Christian hermeneutic expressivities. The
lens of the digital camera and the eye behind it in the last analysis,
determines the inter-semiotic framework of this digital expressivity of
the final locations of translation. The eyes behind and the actors in front
and the angularities of looking at the contextual Kerala scenario of human
conditions saturated within Blood Relations compose the performative

dynamics of the actualizations.

The Canadian Lizzie Borden of Sharon Pollock, as looked at
from the one-eyed camera through a process of metamorphosis, translated
herself as an individual living in the ancient Jewish space of Mattanchery.
Alook at the past of Miss Lizzie Borden of Mattanchery makes the lens
move backward, capturing her past. The unwritten flash back of the
protagonist takes flesh and blood in the form of digital images of her
family life and the childhood memories with her parents at St. Thomas
Mount, Malayattoor, Elephant Kraal at Kodanad and Daivadan Orphanage

Centre, Malayattoor.

By rewriting texts to appeal to Western or non-Western audiences,
certain themes, styles, modes of reference and referents themselves were
elided from the texts translated. Those silences in the text, often known
only to the translator, were revealing in terms of creative and micro-

level cultural differences.
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The every day acts of translation as transgression that continue in
the lives of the people have been recognized as little modules of human
passion for change. Every word when transformed into organic images
has a life of its own in the different contexts and different mediums of
expression. The chemical reactions that take place when a word leaps
out in to the image are psycho-physical in a sense. The sensory
perceptions of the word and the image captured within the frames of
visual and digital actualization reveal the historicity of ever changing
cultural and inter-cultural experiences. The modules of the human urge
to change and create constitute the act of translating images in our daily
lives. Every word or syllable splits up to create images that are multi
dimensional and universal in essence. Life seems to go on in spite of
broken continuities as Miss Lizzie Borden says: “I want to die... I want
to die... but something inside says NO. I can do anything.” (Blood
Relations: 27) Here, Lizzie Borden translates and transgresses herself
as an elemental woman capable of wielding the axe of change and

freedom. Lizzie Borden proclaims : One must translate or die.
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Blood Relations
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