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DONORS, DIRECTORS AND AUDIENCE:  
A SURVEY OF THE PERFORMANCE OF PLAYS IN NEPALI 

Shiva Rijal 

 

In this paper I argue that production of translated 
plays into Nepali needs to be seen in terms of the 
livelihood of the artists and translators. First, 
staging any foreign plays into Nepali costs a 
considerable amount of money. Second, no such 
significant change has been seen in the domain of 
modern art and cultural policies recently in 
Nepal. It is in such a context do the Nepali theatre 
artists find the donor organizations as a friendly 
force. Moreover, most of the theatregoers in the 
Kathmandu city are university students. Theatre 
artists deliberately stage the plays that the 
university curricula prescribe. And, the school of 
thought that the directors belong to, or think they 
do, have influenced them, which has also played a 
very important role in deciding the play they want 
to get translated and staged. I conclude, though 
translation of plays is an aesthetic act, it should 
be mainly defined as an economic activity. 
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1. Personal narrative 

I have been translating a Nepali play Mayadevika 
Sapana written by Abhi Subedi into English since 
2014. The play was first performed in 2004 at 
Gurukul Theatre. I chose this play mainly because 
it dramatizes the pain and hope of the Nepalis 
living through the conflicts between 1996 and 
2006. I have not finished translating it yet. In 
between the years, apart from the translation of an 
academic book, I also managed to translate 
Henrik Ibsen's play Pillars of Community into 
Nepali for Shilpee Theatre, and Devlin’s Chakra 
by Neville Sarony into Nepali for Vajra again. 
Except Mayadeviko Sapana and Pillars of 
Community, two other texts brought me some 
remuneration. I am a theatre person and love to 
translate the books from English into Nepali. I 
would also be happy if that brought me some 
remuneration too. 

I bring these personal experiences of mine here to 
support the idea that translation needs to be 
defined as part and parcel of the translators’ 
livelihood. There is an economic side of 
translation, which should not be overlooked. 
Basanta Thapa, the then President of Nepal 
Translator’s Society, stated this very economic 
dimension of translation skills and arts in his 
presidential speech on 29 September 2016.He 
stressed on a need for spaces to be invented and 
discovered for translators to survive and prosper 
in Nepal. For this, translators should come out 
from their working tables and reach out to the 
government, the concerned department, and 
invent economic spaces for translators in order to 
promote a serious culture of translation. 

2. Here come the donors 

The translated plays that the audience have 
watched over one and a half decades in 
Kathmandu vary in their themes, styles of 
presentation, and also in their directorial and 
aesthetic strengths. All of them were not equally 
successful. The Nepali version of  A Doll’s House 
as Putaliko Ghar is one of the most staged 
performances. It was translated and directed by 
Sunil Pokharel for Arohan Theatre in 2003 and 
staged at Sama theatre. Court Marshal, the Nepali 
version of the Hindi play of the same title, is 
supposed to have earned the largest amount of 
money. The play was directed by Anup Baral for 
Actor’s Studio and staged at Theatre Village in 
November 2013. Similarly, Rashoman, a Japanese 
play was translated from Hindi into Nepali and 
directed by Sunil Pokharel for Arohan Theatre 
Group. It was staged at Mandala Theatre in May 
2014. It is regarded as the play staged at Mandala 
Theatre that earned them the highest amount of 
money. There are several significant translational 
works. 

 One methodology of analysing these plays and 
performances would be to place them along with 
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the donor. The donor that promotes women’s 
rights would naturally favour and supports the 
play of the similar theme. Norwegian Embassy, 
Danish Embassy, DANNIDA, Indian Embassy, 
BP Koirala Nepal Bharat Foundation, Alliance 
Française, Russian Culture Centre and others have 
remained the most sought out donors for the 
theatre artists of Nepal. Sabine Lehman of Studio 
7 Theatre and an independent academic American 
director Debora Merrola have produced plays 
with assistance from German Embassy and 
various other programs associated with the USA-
based donors, respectively. Some directors hold 
long experiences of working with the donors 
whereas several others are just initiating 
themselves into this task. Thus, the donors are the 
invited factors and friends in the domain of the 
contemporary theatre in Nepal, who have 
indirectly promoted the plays to be performed in 
Nepali and among the Nepalis according to their 
own policies and priorities. 

3. ‘Hard times in the mill’! 

That estimated five million Nepali youths are 
working as migrant workers abroad excluding 
India. It is believed that another three million 
Nepalis are working as migrant workers in India 
alone. These estimated data is a proof that cities in 
Nepal are not friendly spaces to the youths. The 
same can be said about the Nepali theatre artists 
as well. Most of them have taken short non-
academic courses on different aspects of theatre. 
Many of them are not professional human 
resources. Though the number of graduates in 
theatre studies has increased over the years--the 
number is reaching ten now, to be precise--they 
have not been in a position to influence the 
governmental art policy-making level. No doubt, 
they have also been exploring their profession by 
performing plays, and importantly, by expanding 
the sphere of audience as well as the aspiring 
artists. But the pertinent question is: will these 
very artists be able to lead economically 
independent lives in this metropolis by producing 
plays on a regular basis? This has become the 
major issue to be addressed. 

The performance of translated plays into Nepali 
that I have watched for the last fifteen years can 

roughly be divided into the following categories 
in terms of choice:  
a. Donor’s choice,  
b. Director’s choice, and 
c. Audience’s choice.  

I must clarify here that these categories are not 
watertight compartments; they crisscross quite 
significantly. Even a single performance may fall 
into two or more categories. My point is that these 
theatre groups are working in very hard times. By 
performing translated plays in association with the 
donor agencies and on their own, the theatre 
creators have been trying to generate both human 
and non-human resources. Performance of 
translated plays has remained a major search in 
the domain of theatre aesthetics for theatre 
creators based in Kathmandu, and this search is 
conditioned by the lack of economy or financial 
supports. But this search, no matter how much 
energy consuming it may be, is sure to help the 
modern theatre culture of Kathmandu prosper in 
the days to come. 

3.1 Donor’s plays 

Among the performances of the plays translated 
into Nepali, Putaliko Ghar  translated and 
directed by Sunil Pokharel is the most staged, 
reviewed and talked about play among the general 
public and media. There are several reasons for 
this. Needless to say, this play has remained one 
of the most talked about western plays among 
theatre creators, literary critics and intellectuals in 
Nepal since Nepal became free from the Rana 
oligarchy in 1950, the period when modern 
dramaturgy emerged in Nepal especially as the 
theme of a housewife rebelling by leaving home 
was introduced in the Nepali modern classic play 
Masan written by Gopal Prasad Rimal. Moreover, 
in the post-1990s democratic times, the Nordic 
countries have remained one of the most 
influential donors to Nepal. It was at this global 
economic and native social contexts, did the 
Arohan Theatre led by Sunil Pokharel started to 
work in tandem with the Nordic countries 
especially Denmark and Norway as donor nations 
who wanted to concentrate and raise awareness in 
Nepal and elsewhere. A Doll’s House was one of 
the common meeting grounds between the 
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Norwegian, Danish and Nepali theatre artists 
represented by Arohan. Henrik Ibsen became a 
very strong unifying factor among these parties. 
Once Putaliko Ghar was put on stage, it became 
very popular among the general public. First, it 
was directed and played by famous director and 
artists. Second, it evoked the issues such as 
gender equity and the spirit of the emancipation of 
Nepali women, the issue that has remained the 
focus of great many social and political 
organisations in the recent decades in this country. 
The other important factor that made this play 
very popular was the audience factor. The 
university students received this play with great 
interest. Since the play has been prescribed in the 
syllabuses at the bachelor and master levels in 
Tribhuvan University, students of English 
literature received it as one of the most needed 
academic help for them. On top of that, the play 
was brilliantly directed and presented on stage. 
Regarding the performance of this play, the 
playwright and critic Subedi, writes, “The 
performance of the play flows without any jerks 
both at verbal and visual levels. Director Pokharel 
makes the performance very vocal and has 
avoided any forceful translation.” (2006, p. x, My 
translation). Furthermore, this play has addressed 
the psycho-cultural realities, which the members 
of the Nepali societies have lived through the 
times. Evoking the impact, the performance of 
this play has made, Pokharel writes, “I saw many 
women audiences crying and males feeling 
uncomfortable” (2006, p.xvi, My translation). 

Mahan Shilpee, the Nepali performance of The 
Master Builder by Ibsen, translated by Bal 
Bahadur Thapa and Jibesh Rayamajhi, was 
another important production that follows the 
trajectory of the same tacit understanding between 
and among theatre creators and donor agencies in 
Nepal as it was produced to mark the International 
Ibsen theatre festival sponsored by the Norwegian 
government. The performance of Mahan Shilpee 
under the direction of Pokharel, himself in the 
leading role of the master builder, was taken as 
yet another mature creation of Gurukul Theatre. 
The students of the university watched this play as 
another important play of Ibsen. Similarly, 

Jalapari translated by Bal Bahadur Thapa evokes 
a similar creative force, except that this work was 
funded by the organization of Nepali students 
graduated from Norwegian university.  

I should also mention my personal experience of 
translating Pillars of Community into Samajaka 
Naikeharu here. I translated this play for Shilpee 
Theatre Group, and Ghimire Yubaraj directed it in 
the early months of 2016. Though the production 
was supposed to be intercultural, a Norwegian 
colleague of Ghimire was supposed to generate 
the fund, and Ghimire was supposed to get some 
fund to produce the Nepali version of the play. 
Luck did not favour the director duos. However, 
the production took place, the book has not come 
out.  

Similarly, Nyayapremi (The Just by Albert 
Camus) translated by Kalpana Ghimire from 
French, Bukhyancha (The Mask by Dario Foo) 
translated by Basanta Bhatta from Hindi, Khariko 
Ghero (The Caucasian Chalk Circle by Bertolt 
Brecht) translated by Bhim Aryal from English, 
all productions of Arohan and directed by Sunil 
Pokharel, are some of the strongest performances 
of the translated plays of the recent years. 
Moreover, the performance of Nyayapremi holds 
a significant place in the genesis of the theatre 
activities of the early 1990s, the years when 
Aarohan Theatre Group used to stage plays in 
collaboration with the French Cultural Centre  
based in Kathmandu.   

The performances of the above plays directly 
address the political and ideological spirit of 
Nepal especially after the Nepal Communist Party 
United Maoist joined the mainstream democratic 
political culture. The first play evokes the 
ambivalent relationship between and among the 
so-called armed revolution, hidden interests of 
political leaders and the common masses. ‘Who 
works for whom or which political parties’ has 
remained a matter of serious conjecture among the 
academics and intellectuals for the last three 
decades in Nepal. Therefore, audiences saw their 
tensions being dramatised in the play. Similarly, 
the remaining two plays address the corruption 
that has overshadowed the post-2006 political 
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transformation of this country. As a theatre critic I 
regard the performance of Raj Kumar Pudasaini 
and Sunil Pokharel in the leading roles in the 
plays Bukhyancha and Khariko Ghero 
respectively presenting as the most powerful 
examples of acting that the audiences have 
watched in the recent years. I would like to 
translate a paragraph from the review that I had 
written about the performance of the Bukhyancha 
for the Annapurna Post: 

Rajkumar Pudashaini acts out double role in a 
very lively manner. No sooner does he exit 
leaving a very powerful impression of the 
character who is a tycoon, shrewd and holds 
power to bandy about the politicians and 
intellectuals like puppets than he enters in the 
form of an ordinary labourer who, though 
married, happens to fall in love with another 
girl and starts creating equally powerful 
impressions. Pudashaini’s performance can be 
taken as one of the most powerful 
presentations on stage in the recent years. He 
switches from one equally powerful role to 
another in a matter of few seconds. (2011)  

The performance of Pokharel in the leading role 
of Khariko Ghero is one of the most powerful 
acting that Pokharel as an actor has exhibited over 
his long career of three decades. Thus, it is very 
true to assume that actors need some special plays 
to demonstrate their talents and potentialities. 
Thus, besides being powerful commentaries upon 
the social and political situations of Nepal, these 
plays offered texts for powerful theatrical 
creativities. This leads one into believing that 
artists can express brilliantly well and can 
influence audience to a great extent even by 
staging translated plays. 

The performance of Poolbata Herda (The View 
across the Bridge by Arthur Miller), translated by 
Samuna KC and directed by Eelum Dixit 
introduces a new taste to the audiences. Since the 
play addresses the plight of the immigrants, young 
generation director Dixit tries to bring the 
suffering of Nepali immigrants in some western 
cities to the Kathmandu audiences. Dixit, a 
graduate in theatre studies from the USA, is 
known for staging modern and classic English 

plays for the Kathmandu-based audiences. And 
the Nepali performance of the play Pool Bata 
Herda, though Dixit had already performed it in 
English earlier, shows that doing translated plays 
in Nepali enables one to reach out to wider 
audiences and also to work with a wider range of 
artists. 

3.2 Director’s choice 

The theatre artists and directors Sunil Pokharel, 
Anup Baral, Bimal Subedi, Ghimire Yubaraj, and 
Rajan Khatiwada run short courses for aspiring 
theatre artists. They deliberately choose stories as 
well as plays and stage them according to the 
syllabus they follow. Such courses give them 
some reasonable amount of income, and thus help 
them to translate plays financially as well. Of the 
active theatre directors Sunil Pokharel, Anup 
Baral and Bimal Subedi are graduates from the 
National School of Drama, New Delhi. Similarly, 
Samuna K.C. and Narendra Baral are graduates 
from Baroda University, Ghimire Yubaraj and 
Ganga Tiwari are trained from Jean Cocteau 
Center, Denmark. Eleum Dixitis a graduate from 
the USA. We can see the direct impact of the 
school of thoughts they come from academically. 
Jat Nasodhnu Jogiko (Jat hi na Pucchoo Sadhuka 
by Vijaya Tendulkar) translated by Anup Baral 
and Rashmi Sharma from Hindi, directed by Anup 
Baral, Raja Oedipus (King Oedipus by 
Sophocles), translated from Hindi and directed by 
Sunil Pokharel, and Rabindra Nath Tagors’ Malini 
directed by Bimal Subedi in Nepali reveal the 
tastes and interests of the directors. All these 
directors are graduates from the National School 
of Drama, New Delhi in different academic years, 
have created a strong history of performing 
translated plays for Nepali audiences.  

With Raja Oedipus, Pokharel believes that he 
wanted his artists to feel and live through the 
heritage of the world theatre. There is a sense of 
pride in doing the play of this kind, and for theatre 
artists doing this play is like internalizing a theatre 
culture of a rich stature -- he shared with me in a 
private conversation. With the production of Jat 
Nasodhnu Jogiko, Baral as said to this writer, 
wanted to create a bigger flow of the audience 
and, importantly, also to inspire theatre creators 
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including the playwrights to produce plays which 
are not mere entertainment but also powerful 
commentaries upon the social ills which have 
eaten Nepali society. Baral translated and directed 
a story by Premchandra Munshi titled Katro and a 
story titled Jangali Buti by Amrita Pritam as part 
of training or orienting theatre artists to adopt 
stories on stage and to invent stagecraft of new 
orders. Baral has given continuity to this kind of 
work for the students who come to take short 
course in his Actor’s Studio, a theatre centre 
established in 2006 has still been operating its 
three-month long courses. So far, Actor’s Studio 
has already produced eighteenth batches of 
students. Charaharu ko Sammelan (The 
Conference of Birds by Farid ud-din Attar) was 
translated by Pushpa Raj Acharya from the 
English language for the workshop conducted by 
Anup Baral and his co-director, an American 
director. Similarly, Kafka Ek  Adhyaya translated 
by Ashanta Sharma from Hindi of the same title 
too was performed by the students of the Actor’s 
Studio as part of their workshop or training 
course. One should also mention here a scene 
from The Cherry Orchard by Anton Chekhov 
translated by Homer Shrestha, a contemporary 
Nepali writer and translator as Cheriko Bagaicha. 
It was performed by the students of the Actor’s 
Studio as part of the workshop. With the 
production of the plays of these types, Baral 
wanted to make his aspiring artists to realise how 
stylistically different plays demand upon them to 
search out distinct forms of stagecraft including 
acting, dialogue delivery and so on. Actor’s 
Studio produced Oho Star Duniya, the translation 
of the play Tara Mandal by Nilu Chaudhary in the 
Hindi language in October 06, 2012. Translated 
by Sayad Ashok and Suyesh Pradhan and directed 
by Anup Baral, this too was the production of the 
13th batch of Actor’s Studio students, and it aims 
to enhance greater confidence among artists. This 
play is a strong satire on the fake sense of stardom 
that artists live by. Court Marshal, the Nepali 
production of Hindi play of the same in Nepali 
has been taken as one of the most significant 
productions as it earned over one and half a 
million rupees for its producer.  

Shilpee’s production of Charandas Chor 
(Charandas Chor by Habib Tanvir) translated and 
directed by Rajan Khatiwada from Hindi can also 
be taken as an important gesture made at the 
expanding modern stagecraft out of folk theatrics. 
Thus, the kinds of plays chosen for translation and 
performance have remained determined by the 
academic school of thought, which the director is 
influenced with. One can make this issue clearer 
by discussing the performance of  Ke Garne, a 
workshop-based performance in Nepali and 
English languages that was directed by Yubraj 
Ghimire and his colleagues for Shilpee Theatre. 
Ke Garne (What to Do), a workshop-based 
performance staged few months back, explores 
the methodologies based on the theatrics evoked 
by the commedia dell’arte, a popular form of 
theatre of the West. Similarly, the Nepali 
production of Pillars of Community, Tartuffe 
translated by Megha Raj Adhikari, Hedda 
Gabbler translated by Bal Bahadur Thapa, and 
Madhavi translated by Tank Chaulagain directed 
by Ghimire Yubaraj, Ganga Tiwari, Prabin 
Khatiwada and Tanka Chaulagain respectively, all 
staged at Shilpee theatre--though were not 
supported by any donor organization--provided 
theatre artists new experiences along with some 
economic incentives as well. As a theatre critic 
and the audience of these productions, I have seen 
many artists gradually improving their skills and 
crafts. Therefore, I regard these performances as 
exercises conducted to enhance professional skills 
and grow confidence of these artists. 

3.3 Audience’s choice 

The performance of Elm Munika Sapana (The 
Desire under the Elms by Eugene O’Neil) 
translated by Bal Bahadur Thapa, and directed by 
Deborah Merola (Founder-Director of One World 
Theatre) and a Fulbright professor from the USA, 
became very popular among the university 
students, especially the students of the MA in 
English literature. There are over ten campuses 
offering this degree course in the Kathmandu 
Valley alone. The number of students opting or 
studying this course exceeded two thousands by a 
figure of a couple of years ago. Similarly, the 
performances of Ulaar (The Apple Cart by 
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George Bernard Shaw) translated by Ajaya 
Khatiwada, a student of English literature and 
directed by Ghimire Yubraj, Miss Julie (Miss 
Julie by August Strindberg) translated by Samuna 
KC and directed by Rajan Khatiwada were mainly 
targeted for the university-going students as both 
of the plays are prescribed at the graduate level 
course in TU. Currently, Antigone, translated by 
Som Ghimire and Bikram Pariyar and directed by 
Rajan Khatiwada just finished its production in 
Mandala Theatre. As a prescribed text at the post- 
graduate level, this play has drawn a significant 
flow of university students. 

Similarly, Shailee Theatre Group led by Navaraj 
Budhathoki has been staging performances of 
Russian plays and stories in collaboration with the 
Russian Cultural Centre located in Kathmandu. 
The performances of Vanka (The Vanka by Anton 
Chekhov) translated by Mahesh Paudel, Sarkari 
Pulish Adhikari (The Inspector General by Gogol) 
translated by Khagendra Sangraula, a renowned 
Nepali prose and fiction writer, and Sunako 
Machha (The Golden Fish by Pushkin) by 
Budathoki himself mainly targeted the school-
going students as audiences. Budathoki, together 
with the Russian Cultural Centre, organizes the 
children theatre festival annually. Thus, there is a 
specific goal behind choosing the plays, artists 
and audiences, which he does and also the Centre 
that he has chosen to work in collaboration with is 
a determining factor in the process of the selection 
of plays and stories. 

4. Translators and directors reflect 

Here I present the views and opinions of the 
translators and directors regarding the kind of 
creativities they have been trying to do with these 
translated plays. Sunil Pokharel believes that one 
should think about bringing life to the character 
and building up of the situations while translating 
the play. Therefore, one should take translation of 
plays as a project done for the sake of staging, and 
should ignore the literal translation at every cost. 
No matter how good a translation may be, seen 
through the stage-based creations, flashes of life 
should evaporate, as it were, in them. Similarly, 
director and translator Anup Baral believes that 
literal translation should be banned on stage. The 

great joy of doing with the translated plays is to 
merge the contexts of the texts with the one of the 
audiences that one is working for. Moreover, 
productions of such plays enable theatre artists 
and audiences to become familiar with the kind of 
theatrical activities taking place at different parts 
of the world. Bal Bahadur Thapa believes that 
exact translation of geo-cultural ambience is very 
difficult. Sharing his experience of translating The 
Lady from the Sea, he says, he had a tough time 
because the words which evoke sea life do not 
have any equivalence in Nepali as this is a 
landlocked country, whereas translating Desire 
under the Elms was not that difficult because the 
rural life is a very strong reality in the Nepali 
context. Director Navaraj Budhathoki believes 
that as a director he faces these two stark choices 
– should he try to bring the reality from ‘out 
there’ or should he try to arrest the reality from 
‘out here’. But out of this dilemma, he thinks one 
comes up with the third choice, and that is what 
one should do with the translated plays. Rajan 
Khatiwada believes that plays written in Nepali do 
not offer such a rich variety of acting and subject 
matters of expression. Actors find or come across 
the necessary challenges while working with the 
translated plays. Moreover, we do not have much 
realistic plays in Nepali, thus there is no option 
other than doing translated realist plays. He 
regards Putaliko Ghar and Baki Ujyalo as the best 
works so far performed by theatre artists in 
Kathmandu in the recent years. Regarding this 
thriving performance culture of staging translated 
plays, Yubaraj Ghimire believes that the theatre 
creators should also think about translating plays 
from regional languages of Nepal. He points out 
that the translation and performance of Kohi Kina 
Barbad Hos, a modern Nepali play written by 
Bijaya Malla into the Maithili language would be 
a good example. Regarding the production of the 
play translated by Bharat Lal Narayan Karna and 
produced by Mithila Natya Parisad (MINAP), a 
Janakpur-based theatre group in the early 1980s, 
Ramesh Ranjan Jha says that the performance was 
appreciated and well received by the audience. 
Mahendra Malangia, the Maithili playwright, had 
performed the leading character. Such a trend of 
translating plays across languages in Nepal needs 
to be promoted. Furthermore, Yubaraj Ghimire 
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and Ramesh Ranjan Jha argue that directors and 
artists can develop any forms of scripts or 
storyline to expose and explore social and 
political issues; they can also invent a storyline to 
evoke the theatre language of alternate form out 
of workshops and theatre training camps which 
would make it possible not to depend much on 
translated plays. Possibilities other than 
translations are available too, Ghimire argues. 
Similarly, Samuna KC believes that translators 
working for Nepali theatre should also think of 
translating critical discourses about theatre art so 
that actors and directors could get professional 
benefit from other domains of knowledge as well. 
Regarding this trend of performing translated 
plays, Ramesh Ranjan Jha, an important mind 
behind Mithila Natya Parisad, argues that theatre 
artists in Kathmandu have not given priority to 
include playwrights in their groups, and produce 
their plays. Neither has there been any financial 
support from the government in this regard. 

5. Conclusion  

The process of generating, distributing and 
managing resources required to expand the market 
of modern theatre cultures in Kathmandu and 
other cities of Nepal need to be seriously 
addressed by the government as well as theatre 
groups now. Regarding the unscientific 
distribution of resources needed to instil modern 
theatre cultures in Nepal, I have discussed 
elsewhere (2006), (2007, 2009 & 2011). I would 
like to point out one major aspect here, which is, 
the government-run theatre and cultural centres 
such as Nepal Academy and Nepal Cultural 
Centre located in different parts of the country 
have remained unproductive for decades. 
Ironically, the government has been investing 
money to pay the artists employed at such art 
centres, which have not produced any significant 
artistic creations for decades. This has indirectly 
humiliated and discouraged the independent 
theatre artists in Nepal. Thus, the kind of 
difficulties that the Nepali theatre artists are 
facing in different cities of Nepal including 
Kathmandu is directly related to the failed art and 
cultural policies adopted by the government. 
Translation of plays should be seen as a socio-

political as well as an economic act. In a country 
where everything is politicized, theatre and art 
centres too have suffered by the same factor, and 
this has directly hampered the growth of 
professionalism in the domain of modern Nepali 
theatre culture. Thus, the works of these theatre 
artists and their works should be seen in the 
context of unscientific art policies and the frail 
economic base of this country, especially of the 
recent years crucial in the life of the nation. 

Back to my personal narrative, I am a theatre 
person who loves to translate plays into Nepali. I 
would also love to get remuneration for 
translations that I perform. I live by a reality that 
would see translation as an economic activity. 
Metaphorically, as an important dramatic act, one 
knows that translation of plays can raise curtains 
to unveil the world of myriad forms. Translators 
like the characters of the play are socioeconomic 
creatures. They too are ordinary folks. Their 
talents and skills should be recognised in terms of 
the value of labour in the modern world of art and 
culture. 
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