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Anuvading Romeo:
Retelling ‘love’ in
Indian iterations of
Romeo and Juliet

Anandi Rao

Tragic romances or tales of star-crossed lovers are not foreign
in Indian popular imaginaries, be it ‘Heer-Ranjha’, the Punjabi
epic poem, or the tale of ‘Layla and Majnun’ with its Persianate
influences, and of course Romeo and Juliet. In recent years,
with the formation of anti-Romeo squads by right-wing Hindu
groups policing public displays of affection and intermarriage,

Romeo has become a symbol of ‘“foreign’, ‘unnatural’ and
‘transgressive’ love — a legacy of colonialism that must be
purged from the imagined Hindu state. This paper seeks to

B

Anuvad is the Sanskrit derived Hindi word for translation. In this paper, I use
it as a noun and conjugate the verb as I would use and conjugate an English
word. I do this to signify the blend that Shakespeare in India often is.
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_evaluate this formulation by looking at Hindi transl;t;::;,
ey tions, of the play that help paint a more comp al
o re_lterlal f the’ status of Shakespeare in India so t‘hat he s mo :
P}?*:: ?z:t: “foreign’ vestige of colonialism. 111}; trar];il::lzg !

: i inguistic translation,

e e Oéﬂ ztf:::;}::f)fg ‘:rt: i:r}?if:ll': ghakcspearc is translated L?n:i
o m)’(rilif India. In particular I am drawing on thf: Sans r;d
ada'ptil Il-?indi word for translation, anuvad.. While a:imvf
cdlenveconnote the ‘carrying across’ that La:t.mflte wc&ra ls_ ?;

o lation imply, the ‘underlying metap}?or is tv::rrlq:}osranSkrit
cay o to repeat’.! Anuvad’s etymological roots in »
sy i rocess of ‘saying after or again, repeating by w;irl

i to]. : aption explanatory repetition or reiteration \ﬂ;ral
% exbp i:tion (,>r illustration’. In this essay, I look at sev =
frecatior of Romeo and Juliet, and the charac.t(?r of, Rorriieol
ltera'tllc;lns s instances of ‘explanatory repetitions’. Ind omgf
oy gomee e enealogy, from the 1890s to the present day, 0
sh Luai.z; End love as they manifest in these transl'atlortafs(.ms

Shj&: sapstarting point for my argument, I turn uzh two ;ltle ; ons

of Romeo that appeated in 2017. Th_e first is the (Ivsh o

of anti-Romeo squads in Uttar Prade ,b o

Phenom}elnl?lr(liia and the second is a lesser-known wed sel. ,

i 1\(1101;; il a;td Jugal, an adaptation of Romeo an ]1/}11 zea

ml}le tﬁ?leading protagonists are men. Yogl Ac?ltfyzm'atisi:er

Wl'er'e s Hindu leader, was appointed as the chief min e

ref 1%1;; Pradesh (UP) in March 2017. Upon bec::l)fx:(;n;ie e

0hief minister, he created anti-Romeo squads to f :,-omisesﬁ

Ch Bhartiya Janata Party’s (BJP) elecno:_l campaign pr¢ s

%Vilile forms of moral policing existe'd prior to his agf?rnl; ; goai

they were not explicitly called anti-Romeo sqt;a .men‘ ol

f Yh squads was ‘to protect the honour of wo il

5 ttlis? ::llection manifesto, to ‘ensure the safety o :1:0 : f’he

e 81}'1 » and ‘check eve-teasing’.? On the ot}?er end 0 ke

i sRomi! and Jugal is a Hinglish web-series adap}t}a ¥

so?felg:::; and Juliet, produced by Ektai Iffaprc:;)r f}?;nzﬁ;rh ai : ];

ji ilms’ online streaming platiorm. .
I%Iiijl(]ili—g;lgiif;tnhybrid commonly spoken in urban areas
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North India. In the ten-episode series the two leads,

Jugal, express both romantic love and sexual desi
each other.

Romil and

re towards
* Balaji Telefilms has been a major household name

in Indian soap operas, which have to do with different kinds of
love-heterosexual, parental, familial - burnot queer love, so this
was definitely an ‘alt’ for them. It stars Manraj Singh as Jugal,
a Tamil-Brahman young man, who has accepted his queerness
even though he hasn’t come out as gay to his parents. He falls
in love with Romil, a newly arrived, super-macho, aggressively
straight Punjabi played by Rajeev Siddhartha. They live in
what seems like a gated community, called Eden Meadows,
in an imaginary town called Colwynganj in Uttarakhand.
Uttarakhand is also a state ruled by the BJP and the state next
to Uttar Pradesh. The name Colwynganj evokes McLeodganj,
a neighbourhood in Himachal Pradesh, another state in North
India. Both McLeodganj and Colwynganj represent a British-
Indian hybrid, with McLeod$ and Colwyn being British names,
and ganj being an Indian word for neighbourhood. These
British-Indian hybrids resemble the Shakespeare-India hybrid
that the Hinglish web-series represents. It is important to
highlight that in the series Jugal directs an English-language
production of Romeo and Juliet, in which Romil is cast as
Romeo. The love sonnets of the play become a means by which
the love between the two men is expressed. The play within
the web series, an ode perhaps to Shakespeare’s many plays
within plays, functions as a vehicle for both Indian love for
Shakespeare, and forbidden love between the protagonists.

So, we have an Eden on the one hand and ‘eve-
the other: perhaps Romeo is Adam after all, Ada
divorced from Christianity
again cast as ‘foreign’ by
though Christianity in Indi
century CE. Adam aside,
of Romeo have in comm
series that depicts a gay r
Romeo,

teasing’ on
m cannot be
— a religion that is time and time
right-wing groups in India, even
a is said to date back to the sixth
what does the right-wing deployment
on with a seemingly progressive web
omance? In post/neo-colonial India, is
is Shakespeare nothing more than a straw man, easily
deployable but ultimately hollow? Perhaps we should return to
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uliet’s oft-quoted lines, “What’s in a name? That \trhacl;v;; E:%l
ey OB . other word would smell as sweet’ (2. d:
¢ mseh! t }\;F;f::);'l we call Romeo be called by any oth:er w“?}ieé
((:)ﬁot f:ame it another way, what happens to translation

—in the
the original has been translated or perhaps anuvadded — in

i i sn’t exist
sense of retelling — so many times that it almost doe

anymore?

1. From translation and .
appropriation to masalafication

The translation of drama is more oft.en than nc;;c ciﬁzzgﬁiahfﬁic:
as theatre translation or trinslatlsr;g ‘ft(;lreatt r:, st
i 1Ierlllp :sr tta}llrflztphy:fczli space where it takef place.
Pefformamfie ES‘: hrases — ‘theatre translation’ and drafma
o 11156_ o t—e;:)mitimes interchangeably, highlights Jhé ' ::;
glir'zsaagr(;?natic text is usually writt.en' to beb pt;::fotrx‘;;z iev ;1 i
that performance is a collective ac.:n\nty - dotth aa: b
hing and at that of perf‘orm%ng - an e L
2o a spac an be imagined in different ways, "adapta ,S
‘atsrail: p:sciii;n’s and ‘accu!turatiop” are some o‘f tt;];fls {:ﬁz; ‘
s ive to the practical technique of ‘theatre’ tra v
E:I‘rlflmtsergrn ‘tradaptation’ has emerged in the. Qpebﬁco;z ;;; e
to :efer to the translation-adaptation hylbl;lii rllr:at "Fhese, 0 of
theatre, particularly Shakespeare, transla b e 8 g
with th’e idea that the trarllslated texz1 hz:z t(;usg f};’) s
, .
e 1o ‘Spe:rlzzbtlee;t“za;gd:ie‘explain certain strateg,le;
agptrcr:?: hi::\)r:l\f: degrees of divergence from the ;ouric: :ﬁ:;t're
tB(?th A:ltonen and Bassnett hgl:hagll::ra;};e ::c:l ;s ;ty o
t;an51ati22 ,t;};: :lzrﬁ:ytif tllslen:asc in other fom.'lsh ofalit:rilg
fcraenss?allfcion. Zatlin takes this to an extreme vi.r;?: ns1 :.- Ifl O{V g
‘some betrayal is a necessity’ in theatre trans A
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all their arguments, given their use of words like ‘deviant’,
‘betrayal’, ‘justify’ and ‘explain’, seem to enforce the hierarchy
that has, until recently, been prevalent in translation studies,
which privileges the source text.!s Scholarship influenced by
poststructuralism, postcolonial studies and other fields has
helped challenge this approach to translation studies. One such
perspective is articulated by Marta Minier, who notes that

the intertextual approach to t
receiver to question the dicho
‘original’,
written, b

ranslation encourages the
tomy of ‘translation’ and
It is not only the so-called ‘original’ thar is re
ut other texts and artefacts may be woven into the
so-called ‘translation’. These influences can come from the
‘source’, the receiving, or even totally extraneous cultures.!6

This interweaving can be seen in
and Juliet.

However, the question of the sanctity of the source
text is perhaps even more important when one discusses
Shakespeare and the translation of his works. Owing to the
process of ‘canonization’, an enterprise imbricated with
colonialism, people believe that there is a ‘special quality’ in
his works that should not be ‘tampered” with.'” Despite this,
Shakespeare himself can be called ‘the great adapter and the
great appropriator”.’® This is because his extensive sources
included translations of Plutarch and because several differing
versions, iterations, perhaps anuvads of his works exist in the
English language. Irrespective of this, Bassnett argues that
directors working with Shakespeare in languages other than
English have more scope for experimentation because they
are not ‘bound by the canonical status attributed to the text’s

English’," While this may be true of some countries, and some
spaces, the manner in which §

Hindi iterations of Romeo

hakespeare was intentionally
introduced to India complicates this argument.

introduced to Indian audiences
dia Company as the entertainment
y men (and perhaps their wives)

Shakespeare was first
through the British East In
provided for the compan
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in the eighteenth century, and then through the ‘systematic
study’ of English literature in schools and colleges from 1817
onwards.? This educational system informed and later was
guided by the work of Thomas Babington Macaulay, often
thought of as the architect of English education in India, and
subsequently in other British colonies. In his famous Minute
of 2 February 1835, which is more popularly known as the
Minute on Education in India, Macaulay makes an argument
about ‘the intrinsic superiority of Western Literature’ and goes
on to make the bold claim, without knowing either Sanskrit
or Arabic, that ‘a single shelf of a good European library was
worth the whole native literature of India and Arabia’.*' Given
that by this point Shakespeare was not justa popular dramatist
but the pinnacle of English literature, Macaulay was most
likely envisioning Shakespeare in that ‘single shelf’, perhaps
even a whole shelf of Shakespeare.?2 Nandi Bhatia argues that
the ongoing myth about the ‘authority of Shakespeare’, that is,
the ‘special quality’ that makes translations of his work seem
inferior, is ‘specially kept alive through educational institutions
in India and abroad and through an imaginary construction of
audiences’ singular love for Shakespeare to support notions
of “timelessness” and “universality” accorded to Shakespeare’.
23 The impact of this institutionalization can be seen right
through the twentieth century up until today. For instance, Lala
Sitaram was a Shakespeare translator of the early twentieth
century, and a product of the Macaulayan system of education.
One of his goals was to create a series of translations under
the name of ‘Sitaram’s Hindi Shakespeare’. Each translation
is published with a preface in English in which he writes that
‘An attempt to publish a translation of Shakespeare, “the chief
glory of English Literature,” does not stand in need for any
apology.?* ‘The chief glory’ is a phrase that suggests Sitaram’s
love for Shakespeare and his belief in Shakespeare’s genius.
The love for Shakespeare is reflected in Romil and Jugal,
when Jugal says in episode one, “Whenever I look at the stars
I think of Shakespeare. Just imagine chaar sau saal pehle usne
bhi yahi aasman dekba tha, aur socha hoga apne star-crossed
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lovers &
= ; j;r: f?:i- Romeo and Juliet’ (‘Just imagine, 400
25 e ol Re seen the same sky and thought of hisyears
Sk ;esonaté wf)hmco _arzd‘]uliet').“ In many ways, JuStaif-
s of somne v it JuheF s ‘cut him out in little stars® andg?hs
oL e apai ogn $ }imc! dlas'ptl)ra discussed in the introduct :
iy O. atis striking i's that Jugal doesn’t r-ef:aren(.:c1
po ey ﬂ1(-‘2:3\.?:311 Heer Ranjha, here or elsewhere in the
T o vl to suggest that this is because of his c]
position (upper middle-class Tamil Brahmin e

in a gated community) which me
1munit ans that he h,
educated all his life in English, a system tha::3 b::rgrt?lzi:g;i}; :f)r;

Maca
M ;'huIJ:;:ch; c;ountgf Bassnett, I argue that educated Indians
B o ty : ys still bound by the text’s ‘canonical’ nature
e 0 a large extent the ‘canonical English’ of the tcxt’
Joesh fisistence on retaining Shakespearean English in .h.
ged version of Romeo and Juliet that he is directi 'be
rca&/ ?1?1 an example of this. recting can be
R ea 5;?}::;‘ ’and jug:a! presents itself as an ‘adaptation’ of
So Dret, I think it is worth turning briefly to the
e 1g Dionne and Paramita Kapadia, who distine; h
ween adaptation and appropriation, They ,notc e

living

ltil::; zg;lcfilritlaie in thtla revisionist gesture is whether the new
oy e & ;ne::e y an adap:az:'on of the original text,
e 9111‘;‘[gmal play In some ways remains stable

guiding influence on its use or reproduction, ... or

in critical iati
appropriations [that] assert a site of contest where

idents ;
Identity and ideology converge but perhaps never cohere

into a unified visi i

o Itl;lllfled Vision, suggesting a more fluid or performative

Pacet at provides a meeting place of different agents or
oices on a mutually even playing field.2s

F N .
: ;:ttil:fladjptanon carries with it a connection to the original
S cad to questions like: how faithful is to the origignal’
: 1 €m the same as i i
th . ! sumption — the pr;
¢ original ~ that lies beneath the work of scholars Ilzkl;nl?l:){[]?sf
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Zatlin. In contrast, appropriation sUggests a meeting place for
equals. It is this sense of a meeting place that allows Jonathan
Gil Harris to argue for a ‘Masala Shakespeare’, the title of his
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adi o
i ;?f(::n';, an c%eﬁmtely masala Shakespeare. The ALTBalaji
At eme?:nbes the show as being ‘filled with mast]i
s y ho ion, la_ughter, songs, and drama’.3® These ar li
qualities that Harris associates with Masala movies I\ZOie

most recent book. The book, which is structured like a five-act
play, opens with a chorus, wherein he writes:

;:E?C;l;js,.hm;rever, is the flact that the web series, sometimes
instancescil::lzsp ¥ e;llgages \}?lth stereotypical masala tropes. For
5 isode one, Jugal when maki ;
S ) ; making the case that he
¥ndia. There it is gFCeted_bY }Ocals as if'it were familY' Anfi yeh koi ?”0:;-‘-’11;}’123; 1?;?}:5 pe l;; o ﬁlfmd g oot s
it turns out that it is family: it has a desi twin with yvl}om it Switzerland se utarke me s e o
is often confused. Because the two of them are as similar as dekhte dekhte sab kuch s;f)-f:;z sh quwyﬂgﬁ_mf o
g erapes) from 2 bunch. mein music bajne lage aur meri z:'n?f;;? ;;ni:f::: kbaic' kgrz u; .
H Y fe - - e
ﬁzﬁe geI measn, M, this isn’t some movie where a hot Ilfeeroalilfi
s th:_wes witzerland and reaches Colwynganj, and suddenl
call a bbranti bilas. How, you may ask, ca playfngl?f t::CS;‘:ES SIO-SIO iy s changs for begini
| Indian twin? Yet, the twins’ tale isn’t just a comedy of errors. the end of the CPiSOdg*: 0"1‘1’?13 algd uil s e
| It's also a highly serious story of Rekhra ?dnshavaaliyan pace of the visuals slows dﬂn 08 i begios layiag and s
_ or mishrit khaandan (mixed lineages). It 1s, 1n short, a tale seems to stop for Jugal Auw?; P Pl s
oo e genealOgY-z7The genealogy of masala. But also, movie, barring Switzgrlz;nd :reei:()flms e
e g2 to _shake Romil’s hand arlc!,int|:oc[ulf:¢:a ‘l:fxm“s?!lg 21:13“%}?:: effgm
. - t
:I(::icse(‘):ﬁ; ‘Zldllj the l:hjalctgutz above is heard, and the 2;ieso’clz
shot of Jugal looking dre ily i irecti
Sk et of i ‘ amily in the direction
3 g up expectatio is i ini i
to l‘); ha form of masala Shakespeanr: sl el ening
at is the ‘masala v
; ¢ “m: genealogy’ of Romil and ?
g:::tlalfigc:ecﬁ] lovc. lgan be traced through a gennealojgf aci.f
: e anti-Romeo squads a f thi
o AR LE . part of this genealogy?
g to these questions, it is wo ighlighti
c atten thes ’ rth h
the distinction Craig Dionne and Paramita Kapﬁlkilahg:gﬁi

ena — one foreign and one local.

This is a tale of two phenom
Let’s call them the firangi and the desi. The firangi travels to

t may sound like what
and what the Bengalis
n a firangi have an

A tale of twins from different lands: i
the English term a comedy of errors,

with his account of the ‘locals’ greeting

family’, we reach the same
longer the “firangi’, the foreigner,
la genealogy’ and ‘genealogy

While I disagree
Shakespeare ‘as if it were
conclusion: Shakespeare is no

he once was. The notion of ‘masa
as masala’, where ‘masala’ is defined as ‘a concoction that is

tasty and spicy, but it is also literally a mixture’ is compelling
when it comes to Romeo and Juliet?® Harsis is talking

| specifically about the similarity between Shakespeare’s plays
and ‘masala movies’ (mainstream Bollywood movies) whose between a iati
ppropriations and Bollywood Shak :
- espeare. While

‘stories mix tragedy with comedy as well as scenes of d.ialogue in the former it might be a local e £ .
with song-and-dance routines. Its lovers, 0o, are MIXTUres, with Shakespeare, in the | ca t.rac.lmon that is interacting
J“ often coming from different communities. And its sources are transnationalism ;)f both attf"'f it is hard to dismiss ‘the
equally mixed: there is usually no “original” story in a rqasala Charry and Gitanjali Shahagie g tradlt,m“s'-al Brinda
as its narrative is a khichdi of other, eatlier stories Of of Omkara, Vishal Bhard B9 a:step further in their analysis
29 Romil and Jugal is, in many ways, Bollywood- Othello, by arguing that ‘th::v E{;l cBacl)lI'lr):wogd ?.daptatjon i

ing attention to its debt

movie,
formulas.
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to Shakespeare is less a consequence of Indian cinema, self-
conscious of its marginal position on the world stage, seeking
validation in Shakespeare, than it is a sign of Bollywood’s
assertion of its own newfound stature’.? So, Bhardwaj is using
Shakespeare as a form of global capital to make his work not
just legible, but more marketable and popular on the ‘world
stage’. This is true of Romil and Jugal too, though perhaps
with a slightly different demographic, because as a web series
it is accessible to viewers around the world, even if it is on the
lesser-known streaming platform ALTBalaji.”’ Furthermore,
as Gupta suggests, Balaji Telefilms created the ALT brand
in order ‘to put out controversial and racy content without
tarnishing the mother brand. ALT allowed Balaji to go beyond
its saas-bahu barriers and churn out material that appealed
to the global sensibilities of tech-savvy Indian youth.3* The
keyword here is ‘global’. Shakespeare may not be ‘foreign’
anymore, but he does allow transnational media producers to

access a ‘global’ sensibility.

2. ‘O Romeo, Romeo,
wherefore art thou Romeo?’

This line from Act 2, scene 2 of Romeo and Juliet is one of the
play’s most famous. Each episode of Romil and Jugal begins
with a quote from the play in the title screen, perhaps as a
way to tap into a ‘global’ sensibility, and the line above begins
episode one. Juliet’s rhetorical question echoes in an article on
the anti-Romeo squads, published in the Indian Express on 2
April 2017.Tn“Why art thou Romeo’ Jonathan Gil Harris traces
how, through several vernacular and Bollywood iterations,
Romeo has transformed from a romantic hero, albeit a foolish
one at the start of the play, who is in a consensual relationship
with Juliet, to an eve-teaser. Had Romeo been an eve-teaser,
Harris argues, he would have ‘chased’ after Rosalind, instead
of pining over her® So, why is this the case? Do we just

kindness over p

T ——S—S—S___S——"—_——<—<——
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accept i ia i
% gej[fmﬁaatn g:r}r::::) ;np[nlc_llla is no longer Shakespeare’s young
. ¢ Perhaps an em ignifi isn’t i
- : : pty signifier? Wh
ajnun of Laila Majnun fame, or Ranjha of Heer Ran);alsfz;;t

] d 1r l

.Her‘e I turn to the work of Fr
;I"rlvclzld; In the introduction to a
outh Asia, Orsini writ
es about the f in ¢
s _ - the four main ‘repertoires’
t developed in South Asia and ‘have been af::tive ow:eroef

very long period of time’, | P,
These four ‘repertoires’ a ; eal‘gely syncretically, in the region,3

ancesca Orsini and Harish
collected volume on love in

the Sanskri i i
rit and Prakrit repertoire centering on shringara

and kam isi i
i Smﬂe: a;sdt;zn_}pnsmg epics, lyrics, plays, collections
i ey tlsss, on pl'lu[osophy, conduct (including
ol and medicine; the oral repertoire of
polc ,ona ?ssband songs; the Perso-Arabic repertoire
s gl g and mu{mbbat comprising religious
e it r:d e goems gn_d Interpretations, worldly texts
i rl:l uct}?poenc romances (masnavis), eulogies
Han ) aud l); ics (g. a.zaf), and stories of adventure and
ry; and the repertoire of devotional bhakti poetry and

philosophy. To these
of prem and “love’.37 must be added the modern repertoires

So, prem ‘love’
lo‘;ep de{ro?::lld 0}0\'& eare l‘th? modern iterations or strands of
religious, scriptural ‘traditi
el ; A ptural and ‘traditional’
e dtIISC::I_'lS ot: the earlier strands of love, Interestingly, wh;id‘ll
inguishes between prem and Sanskrit repc;to' .
ires

of love, John T. Platts, who compiled a Dictionary of Urdu,

Classical Hindi and English in 1884, foregrounds the usage

of prem in Sanskrit r
ather than in Hindi i i
. or Hi

:?;t:lci;:;}arlsc Popular in North India).* He defines ;C;::;a;}i‘éthe
This delfli,mt;:r?n even t;?ff r’br?garf  indings, fiendshiy
. n, lle being from a Briton’ iv
o While be riton’s

ymptomatic of ‘chtonan ideals of love - tengéﬁgszcz;ﬁ
assion. Perhaps modern love and prem, then
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is a love tied closely to the profane — the domestic sphere and
matrimony — where the earlier repertoires tended to have a
spiritual component t00. Thus, Romeo is an embodiment of
this repertoire while Ranjha and Majnu belong to the earlier
ones.

In an attempt to trace the ‘masala genealogy’ of love and
Romeo and Juliet 1 turn to two early translations, or anuvads,
of the play which centre the notion of prem by incorporating
it in their titles — Gopinath Mishra’s 1898 translation is called
Premlila and Lala Sitaram’s, published in 1931, is titled Prem
Kasauti. Mishra’s is particularly interesting in this regard
because unlike Sitaram who Indianizes the entire play, the
rest of Mishra’s play is not Indianized.®® For instance, while
in Sitaram’s play Juliet is Jalaja and Verona is Varnagar,
in Mishra’s play all character names remain as they are in
Shakespeare’s play and the action takes place in Verona.
However, in the preface to his translation Mishra notes that
‘Nayak aur nayika ke naam ke karan angrezi me is natak
ka naam Romeo and Juliet hai parantu maine is anuvad ka
naam natak ke ashay ke aadhar par prem lila rakb diya hai
ki jo is ko padhne se purn sarthak pragat hoga’ (‘Because
of the hero and heroine the play is called Romeo and Juliet
in English, however 1 have named this translation Premlila
on the basis of the play’s intent and meaning which will be
revealed by reading it’).*! Clearly, for Mishra, Romeo and
Juliet by another name does have a function, as explicatory
as it may be, and this function is to foreground the notion
of prem, with its ‘modern’ connotations perhaps. Further,
premlila, the title of his translation, is assonant with ramlila
and raslila (traditional performances of the stories of the
gods Rama and Krishna respectively). On the one hand, this
could be ironic, problematizing the dichotomy set up between
‘older’, ‘traditional’ repertoires of love and the ‘modern’, less
sacred repertoire. On the other, it could be a way of creating
an equivalence between Shakespeare and the classic religious

epics, and in doing so, granting epic status to this exploration
of ‘modern’ love.

ANUVADING ROMEO: RETELLING ‘LOVE’

focusing on a few lines spoken by Romeo in Act I Scene 1

SHAKESPEARE:
g['m such i_s love’s transgression.
v;}l;f; of; mine own lie heavy in my breast,
i 1: mt0 rc;u }wjl:h[:ropagate to have it pressed
o n'?or:: e. This love that thou hast shown
grief to too much of mine own

1.1.183-
MISHRA: e

; .

}:Zf:: 13:::11'11 skib mohavrit prem ka parinam hai. Mein sweekar

g Ir:nrf:re dukh mere hrday me bharpurvak stith

e um apne dukhon se vishesh badhaya chahte
ujhpar sneh pragat karke tum mere atyant dukh ki

vishesh vridhi kar rahe ho.
N
‘(:;v‘-lllsy.d 'Il;his is the result of mohavrit prem (infatuation
- ;f ! h]: ﬁrem}. I admit that my grief lies heavy in m
i :ho):{).u want tohcspecially increase with youi
2 ing me s i
o grigef).“z neh you have particularly added
SITARAM:

:2:)1;11 g; prem k1 badi chaal hai. Hum jis dukh se dukhi hai
ok b réaa;; 11:1 kaz:naya hua hai. Tum bhi dukhi hoge to

. dik}? <a bojh aur humko daba dega. Tumne jo yeh
pT . aya isse humare prem ka dukh aur bhi bad] ga);a
Ev }?i:;s]]ls vf;elT s big trick. The grief that grieves us is that
s e ave earned. If you are aggrieved then the
gl my gn'ef wlll. further stifle me. This prem you

¢ shown me, it has increased my prem’s grief).* ’

Whil :
transl::r?ontsher}? are many differences between the two
between th ’}f e one I want to highlight is the difference
e heterosexual love Romeo feels for Rosalind and
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the homosocial love that Benvolio shows to Romeo. Carla
Freccero suggests that work in queer theory and sexuality
studies, particularly of the early modern period, has made
possible a ‘reading of this tale as a romantic comedy gone awry,
a story about a young man struggling to leave the homosocial
pack whose bonds of blood (-sport) militate against the
normative demands of adult heterosexual marriage’.* By using
the same word ‘love’ to describe both emotions, Shakespeare
is creating a continuum between homosocial and heterosexual
Jove, though this may in fact be due toa dearth of vocabularies
of love in the English language. Mishra uses the expansive
vocabulary of love available to him in Hindi to distinguish
between a ‘modern’ romantic love — prem — and a platonic
love — sneb — that is associated with friendship. Sitaram,
however reverts back to using prem for both categories of love,
even doubling down on this by including the word a third time
in his rendering. Perhaps these translations indicate a tension
between the large repertoires of love that exist in the region
and an all-encompassing modern ‘love/prem’.
In his analysis of translations and adaptations of Romeo
and Juliet, Harish Trivedi takes this argument further by
suggesting that the western concept of love and selfhood
was translated into Hindi, into Indian languages, through
the translations of Shakespeare’s plays, such that Romeo and
Juliet's love was a colonizing one. In doing so, he asks the
rather provocative question, ‘Did the English language and
Western civilization penetrate so deeply into our culture as
to colonize our very notion of love?** While the West versus
India dichotomy that Trivedi sets up might be too simplistic,
could it be that the bastardization of Romeo (from a romantic
hero to an eve-teaser) is a form of empire writing back, of
cannibalizing Romeo to produce something new?* Perhaps it
is, but it is also a way to ‘other’, to foreignize, certain kinds
of love. The Heer Ranjhas and the Laila Majnus belong to
the earlier strands of love, while ‘Romeo’, as a symptom O
‘modern’ love, needs to be eliminated. In the context of the
anti-Romeo squads and the fact that they have emerged in UD,

——
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:?:ll;ft the backdrop of love-jihad and Ghar-
beme::;—?ﬁgﬁs ﬁ;izgrll\s; 1n-ter-religious marriage, particularly
PO 4;15!@5, Romeo becomes a stand-in for
i ve h This makes Romeo’s being reframed
il mething to t_)e wary of. The us versus them
ol :Os prob{liematlc hex:e because it can be argued
S slqug s, by cannibalizing and transforming
R é e colonizing our que and ridding our culture
oo resﬁ:afa: (I)fl ;;a;nlsla;ng Romeo and Juliet into
icr;d(l)cci:tf)ination, then iJ:rlbibing:;l Reoriceaouowni’t:nielisr}::g)s fngs
uld be seen as a i i i w;
int%;}ilj e 2 thqe :iztﬁ(tzi?ggl move, albeit one that feegz
P :&:;;g;j Ad;-tyanath and the BJP’s rhetoric might be
" Squadsn(g;}t eewspaper reports _have shown that the anti-
Rpmen sqrad ubl‘n target consenting heterosexual couples
. g i;: without ever asking the woman whether
G f1'1g a.raslsc.d by the man in question. Perhaps
R oran 1nd1v1dqal of the opposite sex in public is
assumed to l;e wvi\:;lsc:f:tnplfr‘;ﬁt:l };: meowil:: 10}:'5, et
s . nsent. Another kind of love
St flﬁl ;:-:1 :rsh s:) \-;ﬁs:celzr: :rr:g:rt is homosexual love, Suresh
oot . 1on against Naz Foundati
o ;Eh:l::tu;f ;);rc::rrl'to Fvertum the Delhi High Court ruliﬁg%r;
S m; Lzed homosexuality, believes that India
opr e ye }['1 acceptance of homosexuality in the
ot i ew wit N?R (for an American audience) he
Ve ht{, is vt(;)tally different ... Our society, in spite of
s andgho y Western cglture, we have a deeply religious
i Mo msostexuahty Is seen as undesirable.’® Several
Siion culmr;g rf Llip here: you versus us, Western culture
et ,d ot l:eply rehg:c_)us versus deeply religious
i esuﬁ l_e!or certa!m!y not undesirable versus,
the chief minister olt]'nU:ts;aIEle.d Sllr1n llarl}’,. St
Romeo squad, stated in 2013 tﬁate‘;or:ilsi;nsmuted e

wapsi,*” which

uality is dangerous

IEII[) * If tllf anti I‘:[nf: qulajs are a l:lIld :f
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. : .
moral police, Shakespeare the epitome of Western literature,

i st well-known romantic hero, perhaps it
.al‘ld ]:(t);?)e;)r;u}?; gfl{; stretch to see Romeo as also :j:mbodlym,g
ﬁ % sexuality and homosexual desires from the right w];ng S
it of view. In fact, the anti-Romeo squads have been
f;:m:ting gay couples too, or indeed any n‘len Fhey perfiew(; izz
beiig gay. For example, in April 2017, an anu-Romf:aEd -
squad in Rampur, in Uttar Pradesh,. arrested an unc ey
n?aphew, mistakenly believing the pair to b(la' a zay Cogp )
had to pay S000 rupees each to secure their tf; easeiﬁseries o
A l:?["(1:'11“15 o theoEdievr\lrazfreleZ;:d on 15 April
lity. The first epis
f?,a(; lc;yjfs(:?:v??wgks after the uncle and nephew ww:r;;:i acr;ﬁ:tfﬁié
Be th;t as it may, the series enacts what A.khjlj(atztrix o
‘doubleness of sexuality’ and the compl‘xca{: m1 % o
idioms of homosexual desire in South Asia. Katya X

identity i inent is shot through
d lesbian identity in the subcon}lpc e
(33:5 ?I?ade more complicated and exciting by other idioms

ich i i ; idioms
of same-sex desire which interact with them; these

neither confer as much definite identifiability or i@iaﬁlﬁg
i ike homosexuality does, nor might t
liceors bl h'k'e i ay that the idiom
ieally mobilizable in the same way the
2? ga?)lrn;na;:l K:sbian identities are. "ll;lhese la.ile’ w1delgelzg;ste2;
ifi i d cultural idioms,
and often specifically social and cul ol
i ). of friendship (dost, sabelt, yaar),
habits (aadat, lat, baazi), of ) e
i i shauk) of love (ishq, dil, pyaar),
play i e in common discourse,
i e sex desire operates in
“d;}lfrgi: a$hich it finds shape in language and ti}rouﬁls
which it is often framed, understoo:li, appasioned [51::} a
lived out to varying degrees of happiness and duress.

Jugal acknowledges that he is gay, using that wm:d in Entghlils:ll:s,
Elgh from episode one. He does so in conversations Wi -
Egstt&iend Meher and her mother Naina, not W.lth 1;15 pait:;; il.
However, even before Jugal acts on his desire for )

and before Romil admits that he is gay,

Y

the vocabulary of
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friendship that Romil uses stands out. He makes it a point to
say ‘tu mera yaar hai’, ‘tu mera dost hai’, ‘come on bud’, even
when the occasion doesn’t really necessitate it. Using Freud,
Holtzman argues that ‘Bollywood gay humor is an exposure
of desire between yaars. Romantic/sexual attraction to a yaar
may be deeply repressed in the unconscious but is nevertheless
present, in some form, within the psyche.’ While Romil and
Jugal doesn’t peddle in the kind of homophobic gay humour
that Bollywood, especially masala films, are wont to do, the
language of yaari that Romil uses could in an unconscious
way express his romantic desire for Jugal. Several scholars of
queerness in South Asia, like Ruth Vanita and Shohini Ghosh,
have used metaphors of continuum, or overlap, to express
the ways in which homosociality intersects or is imbricated
with homosexuality, especially in their reading of masculine
friendships in Hindi cinema. For Vanita, for example,
there is no ‘rigid homosocial/homosexual divide’ in Hindi
cinema; rather ‘there is a fluid continuum from friendship to
eroticism.”® Katyal argues that the ‘continuum is too easy an
analytic’ to fully capture the interruptions, the complexity, that
different situations demand.* Here I think it is useful to track
Romil’s use of language. He does not slide from the vocabulary
of friendship, of yaari, to that of expressing a gay identity
directly or fluidly, as the image of a continuum suggests.
Rather, the detour, or perhaps interruption is via a sense of
unknowability, unsayablity and perhaps even untranslatability.
In episode five, a day after Romil has kissed Jugal for the
first time and indicated that he reciprocates Jugal’s feelings,
Romil says, ‘Khud to samajb nahin pa raba main tujbko kya
samjbaun’ (‘I can’t understand [it] myself, what can I make you
understand’). In this moment, the continuum is interrupted.
But perhaps it’s the pressures of the narrative, the filminess or
maybe even of Romeo and Juliet where love just is, and then
is clearly expressed in beautiful romantic sonnets, that Romil
says, ‘Saalon se mein koshish kar raba hun to understand (I’ve
been trying to understand for years). I mean I’ve always known
that I am, you know, different. Hindi fails him, and he turns
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and the vocabulary of ‘difference’ as a placeholder,
a placeholder for the untranslatable. This clip, where Romil
says, T've always known that I am, you know, different’ is one
of the snippets chosen by ALTBalaji for their YouTube channel
and other promotional purposes with the tagline ‘love is love’.
‘Love is love’ is the slogan of LGBTQ pride across the globe
that goes along with political mobilization and allows for
transnational identifiability. After they have sex for the first
time, in episode six, Romil and Jugal are lying together under
the stars’” and talking about the first times they knew they
were gay. Romil, who in a previous episode was not able to say
how he felt because he didn’t have the vocabulary for it, is now
able to articulate that he knew he was gay when he was twelve
and he had a crush on a boy who was new to his class. He is
doing something quite common in queer narratives, especially
coming out narratives, that is, retroactively giving oneself a
queer birth.*® Diana Fuss sees this as part of the tension in
gay and lesbian literature, ‘between 2 view of identity as that
which is always there (but has been buried under layers of
cultural repression) and that which has never been socially
permitted (but remains to be formed, created, or achieved)’.””
In the case of Romil and Jugal, this tension is played out in the
character of Romil. His hearkening back to knowing he was
gay in school signals his gay identity as ‘that which is always
there’. In episode five, the morning after Romil kisses Jugal for
the first time, Romil is seen tearing posters of women that he
had up on the walls of his bedroom, with an expression on his
face that is half teary, and half filled with laughter — a literal
manifestation of him excavating himself from the ‘layers of
cultural repression’. At the same time, Section 377 has meant
that a gay identity has not been legally or socially permitted.
Yet in Romil’s case, with his unarticulatable feelings, and their
unknown quality, a gay identity ‘remains to be formed, created
or achieved’.
In the Indian context, Katyal articulates the same tension by
theorizing the ‘doubleness’ of sexuality. He writes,

to English

T

A
NUVADING ROMEOQ: RETELLING ‘LOVE’ 211

‘sexuality’ i
b isy alS égirl:ed by what I call doubleness, whereby
SNl ;dan}: tension l?etween the way it is
of sexuality ensurestt}fazvsg lr;allsttlge}? il Thlils e
il ensures t 12 ow much the ‘gay’
g Sar; fszit::]s;t is glir.e.n spec1flc' contours, like in gar?;oﬁz
e l'ty politics afnd literary genres that centre
exuality, that subject’s position will remain, in

3

:z ;‘;:CI; I:i:lhlle ;hij pressures of the plot, of the rom-com¢
ant peeh Esa of identity politics (both Katyal and Fuss engage
R thr;zv:?;lgr;\;entually create a stable gay identity
corgesteg’ §ubject positionn:;?llir;tze‘:: e
c ct .
transn(;st : ;;1;% ?_, éagir Romeo alloYV Romil to be legible to a wider
DRy e ' Q community? This may be particular]
web; o Romcons; ers yet another anuvad of ‘Romeo’ thz
ebsite P]anf:: 1({ ormer!y known as Planet Romeo). Crc;ated
in- gay’and b' oriu’.o is the world’s most exciting network
e mﬂliol mafes, and trans people ... [that seeks to]
S s ns of gay guys all over the world — across
o ’wh tu}:'es, an::l languages’.®2 While he does not
e th); dey u§§ Rorpeo’,_ I'(aryal argues that the ways
for the projecion of & worldwich st pereiorical stage
genuine gay co ity,”
?tsplljl;:;s;ottl;gt t{le PR [Planet Romeo] team cgn}s,tangl;nt?sl:?i’n
L ofré}a1 r.rclla}terlal whereby it proposes a deep affective
i Perhae i I}Em‘ of gayness among people all around the
- d{;e perha ps f bs deep affective resonance’ is in no small
rgled e1 global cultural capital of Romeo and Juliet
;ecogniiabjee‘ﬁ (T/'e:i story of all time’.* Romil coming into a
e i c%;,?; n; u::urlltt}i:yéla:)sb:“gyay Rorﬁeo, has access to this
‘ lity’ as well as nationally.5
g[oE:f gl.;t();:jn pOSS‘:lbI[‘lt}f evoked by the name E(li);n of a
s doey mmunity is enacted through the fact that th
s not end as the play does. In the Shakespearean pla;

genre

—
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the plot of Friar Laurence to stage the young lovers’ deaths

goes awry and Romeo and Juliet tragically die. While their

deaths represent the epitome of star-crossed heterosexual love,
ding of the play as one that

they also allow for a queer rea
‘deconstructs reproductive futurism’ by “killing those children

in the name of whose futurity the social order of the play is
organized’.®® In the series, Romil and Jugal’s plan to stage
their death works. The series ends with both sets of parents
accepting their children’s sexuality, and the narrator (Jugal’s
sister Ramya) says that Romil and Jugal have moved to New
Zealand and have gotten married. One of the last scenes in the
series is a wedding celebration in Colwynganj. In this instance,
the protagonist’s death, a form of queer death, may have
been expected from both Shakespeare purists looking for a
‘faithful’ adaptation as well as from the transnational LGBTQ

community. Given that the show was produced before Section

377 was overturned, a tragic ending would have played into

teleological, homonationalist®’ progressive narratives, that is,

that India needs to catch up with the west in terms of LGBTQ
perhaps it doesn’t. The

rights. Perhaps the ending subverts this,
gay men get to live, and they get parental consent and family
approval. However, they have no option but to build their lives
away from India, whether with each other or alone.®® Their
mobility is a marker of their class privilege, since a rural gay
Romeo and Juliet might more likely have ended in tragedy.”” A
queer Eden is depicted as being impossible in India. In the end,
Romil and Jugal and the anti-Romeo squads may not be that
dissimilar in their outlook, even if one is in a progressive garb.
Both displace a Romeowala love, especially a gay Romeowala
Jove, from India to the West - returning the great British import
along with it, the prem, the sneb forgotten. Perhaps ‘prem’ is
not the same as ‘love’ after all, even if they are both modern

constructs.
So, what do these anuvads - the anti-Romeo squads, Romil

and Jugal, Mishra and Sitaram’s versions, and indeed theories
of translating Shakespeare — have in common? If we see them
as part of a masala genealogy, with the keyword being masala,
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and as explan i
= 1:; xp[a;ic:lrgr Pl:}(::;lmg?’ .whathare these (re)iterations
B € n? 4ps 1t 1s authenticity — an authenti
shakegpeaa:;oinlff};:,l?, é[l legible gay identity or even an auth::::;c
orakesp ma,s s s[ﬁe 2[1 tranfsl::;able with its universal qualitiesc
. ades of the iterati -
et : ations have shown
= falcltgtha(ilﬁt? s;; straightforward, even when the pressuretsh;it’
teedng ot ;sn 2 3m]fo and Juliet might make it seem straight
ced. uliet, or the idea of R ‘
e S 5 omeo and Juliet, i
o [}?é 1ts construction as a stable, authentic gourc; l: i
se masala iterations. Carla Freccero suggests th %
at

the gr i

of mge;?;;s;l ig:t?gHOf a:;{l may reside, finally, in the work
Binatics —f o Iaanbl:ler’[h'et’mry performed not by the
A condition of t}?e }(}rivléfs I:;');i:::seen:i tion, ; R g,

enerated i . ntation, of the fi:
tgext’s ast:éj Hl:i'lnl;lo%g(f) and[Juhf:F’s death-driving readers{?;ﬁﬁ:
the myth of het).;ms: ma[ ability to breed new iterations of
to this myth — s i Hglions= a.s W‘?" as counter-narratives
its monumentalization as literature,”

Romeo and Juliet as a i
; : a memorial to a stable, easi '
2:{5;;)): ar.ncufatab!e kind of love. A memor’ialas—l[);hdefm?le’
; mo;zﬁs;(:rgeg}mg that no longer exists. Romeo anj1 _tIu‘ly;'retl o
edicated to a myth, something solid to represe?:t,

that which cannot be contai
tained —
the unknowability of queer :::c:ss_[he masala of Shakespeare,
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Bridging performance
and philosophy:
Romeo and Juliet in Korea

Seon Young Jang

1.

What
especiaﬁ; V{, hseagl tibout Shakespear_e performances in Korea,
el axisic devices? Noost s b e
b : ¢ Most studies begin with
Sh:gzémsiuﬁzgfﬁfig tcrallhedJ‘Asum CS}lllakespeare’, which Itll;:
The most common terni liI:l ta}ﬁan’ in ] Ta_llwaﬂ i
ol _ s terrain is ‘intercultural’
Withrvseltliakléls Z:;rer_ltly rfepfesentative publications deal’i;;
ke pal e in AS.la. Poonam Trivedi presents the
e s ah resistance against Europeanisation;?
e ;ntl}f qr.solutlon to the tension between th,e
e Saiies o b?‘d Cntl((!ilty versus difference, of the universal
e s the 1yd'l , and of the global versus the local’.’ This
al discourse recurs in recent work by Hyunjung




