BILINGUAL NARRATION AS TRANSLATION: A CASE STUDY OF
SELECTED BURRAKATHA NARRATIVES

A thesis submitted to the University of Hyderabad in partial fulfilment for the

award of

DOCTOR OF PHILOSOPHY
IN

TRANSLATION STUDIES

BY
SKANDGUPTA

REG. NO: 12HAPT04

SUPERVISOR

DR. NARESH ANNEM

CENTRE FOR APPLIED LINGUISTICS AND TRANSLATION STUDIES
SCHOOL OF HUMANITIES
UNIVERSITY OF HYDERABAD
HYDERABAD - 500 046

DECEMBER 2023



This is to certify that the thesis entitled “Bilingual Narration as Translation: A Case Study of Selected
Burrakatha Narratives” submitted by Mr. Skandgupta bearing Registration Number 12HAPT04 in
partial fulfilment of the requirements for the award of the degree of Doctor of Philosophy in Translation
Studies from the University of Hyderabad is a bonafide research work carried out by him under my
supervision and guidance.

The thesis is free from plagiarism and has not been submitted previously, either in part or in full, for the
award of any academic degree or diploma to this or any other university or institution.

The student has the following publication(s) before submission of the thesis for adjudication and has
produced evidence for the same.

A. Published the following research paper

1. Gupta, Skand. “Dalit Voices in Burrakatha (An Oral Narrative): A Case Study of Kannada and
Telugu.” Language in India, vol. 18, no. 6, June 2018. ISSN 1930-2940.
B. Presented research papers in the following conferences and seminars

1. Gupta, Skand. Burrakatha: The Kannada Poetic of Resistance. National Seminar on Tribal Narratives,
Department of English, Central University of Karnataka, Kalaburgi, 27 - 28 March 2015.

2. Gupta, Skand. Oral Narratives in Burrakatha: Unveiling the Art of Telling and Retelling in Traditional
Storytelling. National Conference on Tribal Literature and Performance, Indira Gandhi National Tribal
University, Amarkantak (Madhya Pradesh), 3 - 5 February 2017.

Further, the student has passed the following courses towards the fulfilment of the coursework requirement
for Ph.D.

Course Code Name Credits Pass/Fail
TS-801 Research Methodology 04 Pass
TS-828 Special Readings in Translation 04 Pass
CC-801 Current Approaches in Translation 04 Pass
TS-826 Indian Folk Narratives 04 Pass
TS-829 Relevance of Narratives 04 Pass

Supervisor Head Dean



I
DECLARATION

I, Skandgupta, hereby declare that this thesis entitled “Bilingual Narration as Translation: A
Case Study of Selected Burrakatha Narratives” submitted to the University of Hyderabad in
partial fulfilment of the requirements for the award of the degree of Doctor of Philosophy in
Translation Studies embodies the veritable research work carried out by me under the guidance
and supervision of Dr. Naresh Annem, Centre for Applied Linguistics and Translation Studies,
School of Humanities, University of Hyderabad. It is a research work which is free from

plagiarism.

I also declare to the best of my knowledge that this thesis has not been submitted previously, in
part or in full, to this or any other university of website for the award of any academic degree. I

hereby agree that my thesis can be deposited in Shodhganga /INFLIBNET.

A report on the plagiarism statistics from the Indira Gandhi Memorial Library, University of

Hyderabad is enclosed.

Date: Skandgupta
Place: Hyderabad Reg. No. 12HAPTO04



ACKNOWLEDGMENTS

Completing a thesis is a significant milestone in any student's academic journey, and it is not an
accomplishment that can be achieved single-handedly. Throughout my research and writing
process, | have received immense support and guidance from my supervisor and friends. In this
acknowledgment, I would like to express my deepest gratitude to them for their unwavering

assistance, encouragement, and invaluable contributions to my thesis.

First and foremost, I would like to extend my heartfelt appreciation to my supervisor, Dr. Naresh
Annem, for his unparalleled support and mentorship. His expertise in the field has been
instrumental in shaping the direction and scope of my thesis. I am grateful for his patience,
continuous encouragement, and constructive criticism, which have undoubtedly enhanced the

quality of my work.

Additionally, I am indebted to RAC members Prof. S. Arulmozi and Dr. Sriparna Das for their
valuable insights and suggestions during our regular meetings. Their profound understanding of
the subject matter has challenged me to think critically and approach my research from various
perspectives. Their commitment to my academic growth has been an inspiration throughout this

journey.

In addition to my supervisor, I would like to express my sincere gratitude to Prof. Shivaraama
Paddikal, Prof. Nityakrupanadam, Prof. Trakeshwar V.B., and Prof. Soumya Dechamma for their
invaluable assistance, both academically and emotionally, in overcoming obstacles and
maintaining my motivation. I thank the CALTS office staff for all their official help, Murthy, the

late Chandrakala madam, and Mallesh.

I am grateful to my co-scholars Aswin Kumar DBVN and Swetha S, for constant encouragement
and willingness to engage in discussions, which have been instrumental in refining my research.

Their meticulous attention to detail and constructive criticism have resulted in a polished final



Vv

product. Their support has been an integral part of my thesis journey, and I am incredibly grateful.
I would also like to extend my gratitude to Umesh Biradar and Muruthi Budajangama for their
assistance in data collection. Their dedication to helping me was truly commendable, and I am

fortunate to have them as a friend and collaborator.

Moreover, I am thankful to my friends Sumiti Kataria, Prakash, Subhash, Somobala, Sumit,
Bapuji, and Shivkumar for their constant motivation and support in the journey, and they have
always helped me in all aspects, whether it’s academic or personal. Thanks, guys, for being on my

journey; without you, it would not have been possible for me to complete this journey.

Last but not least, I would like to pay high regards to my parents, Atya (Tukkamma), elder brother
Pradnya Pradeep, Tathagat, my wife Pushpa, and daughter Prisha. Without her, I would have never
embarked on this journey. Thank you for always encouraging and supporting me in every step that
I have taken in my life and helping me achieve my goals. They have contributed immensely, not
only for my education but also for nurturing my behaviour and thought process. You all have been

pillars of my support, which gives me strength to move forward. I owe everything in my life.

Completing a thesis is undoubtedly a challenging endeavour, but with the support and assistance
of my supervisor, family, and friends, I was able to navigate through the intricate process
successfully. Their guidance, encouragement, and contributions have been instrumental in shaping
the outcome of my research. I am forever grateful for their unwavering support and the belief they

have shown in me throughout this journey.



VI

LIST OF FIGURES
Fig. No. Description Page
No.
Fig. 1.1 Researcher with Shakaramma and her associates, during the fieldwork | 06
Fig. 2.1 Burrakatha Performer and her associates 21
Fig. 2.2 Instruments used in Burrakatha performance 23
Fig. 2.3 Dakkila, a traditional drum used in Burrakatha Performance 34
Fig. 3.1 Shankaramma performing Bhulaxmi Katha 40
Fig. 3.2 Shankaramma performing Dharma Raja Katha 41
Fig. 3.3 Manikyamma Katha stage performance 42
Fig. 3.4 Naala Neela Raja Katha performance 42
Fig. 3.5 Balagiri Raja Katha performance 43
Fig. 3.6 Aryavara Katha performance 44
Fig. 3.7 Kamboja Raja Katha performance 45
Fig. 3.8 Shakaramma indicating “young boys”, non-verbally 53
Fig. 3.9 Shakaramma narrating Nagendra Rao’s sons getting strong 57
Fig. 3.10 | Shankaramma narrating Yamanandagiri Raja’s greatness 75
Fig. 3.11 | Narration of Balagiri Raja’s bravery in the battlefield 88
Fig. 3.12 | Shakaramma narrating Mahibhuta Raja and his queen’s predicament in | 91
eating

Fig. 3.13 | Burrakatha performers narrating Kamboja Raja’s predicament 98
Fig. 3.14 | Narration of the tiger demanding food from the villagers 112




CONTENTS

Certificate

Declaration
Acknowledgments

List of Figures

Contents

Chapter 1: Introduction

1.1 Introduction

1.2 Significance of the Study

1.3 Research Objectives

1.4 Research Questions

1.5 Research Methodology

1.6 Review of Literature

1.7 Theoretical Framework

1.8 Organization of Thesis
Chapter 2: Burrakatha: An Overview
2.1 Introduction to Burrakatha
2.2 Structure and Principles

2.3 Burrakatha in Different States

2.4 Language, Audience, and Performative Space

2.5 Burrakatha Bilingual Narration as an Endangered Art

2.6 Bilingual Narration as Translation

i

iii

20-39

VII



Chapter 3: Documenting and Translating Selected Burrakatha Narratives

3.1 Documenting Selected Burrakatha Narratives
3.2 Translation of selected Burrakatha Narratives into English
3.3 Aryavara Katha
3.3.1 Themes and Characters
3.3.2 Translation of Aryavara Katha into English
3.4 Balagiri Raja Katha
3.4.1 Themes and Characters
3.4.2 Translation of Balagiri Raja Katha into English
3.5 Kamboja Raja Katha
3.5.1 Themes and Characters
3.5.2 Translation of Kamboja Raja Katha into English
Chapter 4: Challenges in Documenting and Translating Burrakatha
Narratives into English
4.1 Challenges in Documenting Selected Burrakatha Narratives
4.1.1 Challenges in Recording
4.1.1.1 Technical Considerations
4.1.1.2 Storyteller’s Discomfort in Retelling
4.1.1.3 Inconsistency in Storytelling
4.1.1.4 Unclear Pronunciation
4.1.2 Challenges in Transcribing
4.1.2.1 Phonetic Quality of the Narration

4.1.2.2 Issues Related to Context

40- 117

118- 136

VIII



4.1.2.3 Editing and Interpretation
4.1.2.4 Untranslatability of Non-Verbal Cues

4.1.2.5 Cultural References

4.2 Challenges in Translating Selected Burrakatha Narratives into English

4.2.1 Humour
4.2.2 Figurative Language
4.2.3 Cultural References
4.2.4 Language Variations and Dialects
4.2.5 Non-verbal markers
Chapter 5: Bilingual Narration as Translation with reference to
Burrakatha Narratives
5.1. Bilingual Narration of Aryavara Katha
5.2 Bilingual Narration of Balagiri Raja Katha
5.3 Bilingual Narration of Kamboja Raja Katha
Chapter 6: Findings and Conclusion
6.1 Summary of Findings and Conclusion
6.2 Limitations of the Research
6.3 Scope for Future Research
Works Cited
Appendix 1 Transcription in Kannada
Appendix 2 DVD of Video Recording
Appendix 3 Research Papers
Appendix 4 Conference Certificates

Appendix 5 Plagiarism Report

137 - 156

157 - 167

168 - 175

i - xxxii



Chapter 1

Introduction

1.1 Introduction

Folklore is a vast genre that has grown into a lively field of academic activities over the
past few years. It is rich in oral narratives, including folk tales, ballads, proverbs, legends, and
epics. Since oral narratives had no fixed structure and form, they were not given considerable
attention in the past. However, with the emergence of disciplines like Cultural Studies and
Folklore Studies various literary and cultural associations found the necessity to conduct
studies in these traditional genres and also to preserve them. They bear great cultural
significance as they carry some of the imprints of history. “In recent times, there has been a
growing interest in scholars to explore the performance aspect of the oral tradition. However,
after the emergence of various studies that underlined the immense possibilities of a text, the

analytical impetus expressed the need to approach folklore as a text” (Ben-Amos 3).

Translation Studies has evolved into a mature discipline and moved far from the realm
of linguistics. After the cultural turn, Translation Studies has started accommodating various
genres and literary forms that were not part of the discipline earlier. In this regard, several
attempts have been made to revisit certain neglected art forms and performances to
contextualise them at the forefront of the academic and intellectual worlds. Translation Studies
has moved beyond comparing and analysing the source text and target text and have started to

accommodate and analyse texts without a source or origin.

Oral narratives in India encompass incredibly rich forms of storytelling traditions that
span thousands of years, reflecting the diverse cultures, languages, and customs across the
country. These narratives are deeply rooted in Indian folklore, mythology, history, and

everyday life, passed down through generations. From the epics like the Ramayana and the



Mahabharata to regional folk tales, each region has its unique oral storytelling styles, often
blending elements of poetry, music, and dramatic performance. Burrakatha, as a form of
narrative entertainment, is generally found in the villages of Andhra Pradesh, Telangana and
Karnataka (Vatsyayan 12). Burrakatha is always approached from the perspective of an oral
performance. While holding significant cultural and historical value, and being prevalent in the
Telugu-speaking regions of India, Burrakatha is an endangered art form and needs to be
documented as it plays a pivotal role in preserving cultural heritage. By documenting
Burrakatha narratives and identifying the specific issues encountered in recording and
transcribing these narratives, this study attempts to ensure prevention of the complete loss of
this art form and facilitates the narratives’ survival. Furthermore, translation of these narratives
help in them reaching across to various linguistically diverse regions within and outside India,
thereby fostering a sense of community. By understanding the challenges in translating the
unique form of oral narratives into English, the study will analyse how narrative form
influences the activity of translation. An additional layer of complexity is added when
Burrakatha is narrated in multiple languages. In the case of the selected narratives, the

performer uses Kannada and Telugu to narrate the story.

Bilingualism is inseparable from the concept of translation. Bilingual narration, at its
essence, embodies the art of translation within the realm of storytelling. The Burrakatha
performer’s exposure to multiple languages, predominantly Kannada and Telugu has equipped
her with the required skill needed for bilingual narration of Burrakatha. This type of narration,
in addition to enhancing the aesthetic value of the overall performance, also has an advantage
for the audience. The performer skillfully narrates in two different languages based on the place
of performance, and the dominant language of that area, which makes it easy for the audience
to understand what is being narrated. Furthermore, living in the border area of two states, the

performer has gained understanding of the cultural nuances of both the states, which enable her



to use this knowledge in the narration. The current study seeks to establish bilingual narration

as a type of translation, drawing upon the example of Burrakatha narratives.

1.2 Significance of the Study

Burrakatha, one of the folk art forms in India with great cultural significance, deserves
considerable attention. It played an active role in Telangana Peasants Movement during the
Indian Independence struggle. The movement took proper form among the peasants as part of
resistance against the feudal system. Although it was initiated by the renowned theatre group
Praja Natya Mandali in the 1940s, Communist poets such as Sunkara and Sheikh Nazir
employed this folk art form to instigate activism among the middle and backward classes. The
artists of Praja Natya Mandali went to villages. They modified their art forms that were used
to articulate historical and mythological stories into highly political narratives to propagate
their ideas and belief systems. Though it was initiated in Andhra region, eventually, it gained
popularity and became part of Telangana Peasants movement. Since this art form was used to
educate and revolutionise the masses, it was banned in Madras Presidency by the British
government and in the princely state of Hyderabad by the Nizam government as it leaned
towards leftist ideology (Kundalia 83). As it was part of the left cultural movement during the
respective period, it holds a remarkable position in the history of India. Since it had an

ideological adherence in the past, it could be used as a tool to analyse history (Ghosh 170).

During the 1930s and 1940s, art and literature, which primarily served the elite section
of society in the past, underwent a considerable change and this was initiated by ordinary
people. In this context, many popular art forms were staged in rural and semi-urban areas
(Mathur 25). Though the stage settings were limited, people began to accept these art forms as
they depicted the lives of the common masses and carried social messages (Jayaprakash 45).

In this context, a new set of writers emerged, including writers from the middle and lower



middle classes. With the emergence of communism in Andhra Pradesh in the 1920s, many
great works were translated into Telugu. With the foundation of the Indian People’s Theatre
Association (IPTA) in Bombay, many traditional art forms were revived (Swamy 32). With the
ban on the Communist Party in 1939, it employed underground activities to reach out to the
common masses. For this, they decided to revitalise many traditional art forms in Andhra and
Telangana regions. After lifting the ban, the Telangana Cultural Front was established in 1945,
which prepared scripts for traditional art forms in Andhra and Telangana, such as Bairagulu,
Golla Suddulu, Pittala Dora, Fakir, Koya, Chenchu, Jantar Petti, Sodi, and Burrakatha with

regional themes (Ramakrishna 25).

Moreover, Burrakatha is one of the endangered art forms in India that needs
considerable attention and proper documentation. Lack of financial aid from organisations and
a decrease in spectatorship is leading to the disappearance of this traditional art form. The
people adopted these rural art forms in their struggle for change; hence, they need to be
preserved in terms of cultural significance. Moreover, bilingual narration of this art form is not
only rare but also needs preservation through documentation. Currently, there is only one
performer who narrates Burrakatha in two languages giving the current study a sense of

urgency in addition to importance.

1.3 Research Objectives
This research intends to:
1. Document selected Burrakatha narratives.
2. Identify issues in documenting Burrakatha narratives.
3. Translate the selected Burrakatha narratives into English.
4. Identify the challenges in translating Burrakatha narratives into English.
5. Analyse how the form of oral narratives influences the activity of translation.

6. Establish bilingual narration as translation with reference to Burrakatha narratives.



1.4 Research Questions

1. Is there any attempt to document the bilingual Burrakatha narratives?

2. What are the challenges in documenting selected Burrakatha narratives?

3. Are there any prior attempts to translate Burrakatha narratives?

4. What are the challenges in translating Burrakatha narratives into English?

5. How does the fluid structure of oral narratives impact the process of translation?

6. Can bilingual narration be considered as a form of translation?

1.5 Research Methodology

The current study involves documentation and translation of selected Burrakatha
narratives. The intersemiotic activity of transcribing the verbal Burrakatha into Kannada is part
of the documentation part whereas the translation of the transcribed Kannada version to English
is part of Interlingual translation. This is a qualitative study that uses methods such as semi-
structured interviews, qualitative observation, detailed field note taking, content analysis
which in turn facilitates translation, and qualitative comparative analysis of the written text and
its translation. Inferences are drawn from the researcher’s close observation of the bilingual
performances and a close analysis of the various factors that influence the process of translation

from Kannada to English.

Data has been collected from the performer informant, Shankaramma, who is a resident
of Ramathirt Halli of Chittapur Taluka in Gulbarga District in Karnataka state, which is near
to the border of Telangana. Shankaramma has performed narratives which are popular in that
region and the same has been recorded for documentation purposes. As Burrakatha bilingual
performance is an endangered art form and Shakaramma is the only and last bilingual

performer of this art form.



Firstly, the performances have been watched by the researcher and recorded as part of
the documentation process. The bilingual verbal narrative was transcribed into written form in
Kannada, with careful focus on challenges in documenting a verbal art form in written form.
This phase also focussed on understanding and interpreting the stories along with the
perspectives shared by the performer. This process of documentation of the oral narratives also
facilitates the preservation of the art form. As the study involves the intersemiotic translation
of the oral performance into a written text, adopting this approach, it intends to trace how the
oral performance is captured in words or printed form. Certain elements, like gestures, music,
and other kinds of expressions, are left aside when transcribed into a text. The research
methodology adopted helps in highlighting and problematizing the oral text from different
perspectives. Moreover, the cultural as well as situational contextuality of the oral text will also
be subjected to scrutiny. The changing ideological undertones with the changing form of
representation will also be taken into consideration. The research intends to employ an

intercultural approach to analyse further the two variants of the texts in Telugu and Kannada.

Fig. 1.1 Researcher with Shakaramma and her associates, during the field work



The written Kannada text was taken as input to translation into English, keenly
observing the challenges that relate to the process of translation. The translation in this case
does not involve a semiotic change but rather a linguistic change from Kannada to English
(“translation proper” in Jakobson’s terms). Various translation strategies have been used such
as direct translation, paraphrasing, compensation, and in rare cases, deletion when translating
from Kannada to English. Case study for in-depth analysis of the decisions, challenges, and
the translation strategies to be used, and qualitative comparative analysis (of the Kannada and

English texts) are the methods used in this phase of the study.

1.6 Review of Literature

Burrakatha oral narrative is an indigenous storytelling medium that evolved in the
Telugu-speaking regions of India. Prior studies on Burrakatha oral narrative have focussed on
different aspects of this storytelling convention, such as the historical and cultural background
of Burrakatha oral tradition, the techniques and stylistic characteristics of Burrakatha
performances, the influence of gender on Burrakatha storytelling, and the effects on the social

and political dynamics of Telugu-speaking areas.

An important study on the oral history of Burrakatha was “Burrakatha: A Cultural and
Historical Study” carried out by Dr. Satyanarayana.K. His study focussed on the historical
development of Burrakatha and its cultural importance in the Telugu-speaking areas. The study
employed a paradigm that included ethnographic research and textual analysis of a range of

sources, such as historical texts, folklore, and interviews with Burrakatha practitioners.

Dr. Vijay Kumar conducted a significant study on Burrakatha oral narratives titled
“Performing Identity: Gender and Power in Burrakatha Storytelling”. His study examined the
influence of gender on Burrakatha storytelling and its interaction with power dynamics

inherent in the tradition. This study employed a framework that integrated feminist theory,



performance studies, and ethnographic research. It offers a thorough comprehension of the
Burrakatha oral narrative tradition and its importance within the cultural, social, and political

contexts of the Telugu-speaking region.

Scholars such as K.M. Metry have extensively recorded the Burrakatha legends,
specifically in the book titled “Krishnagollara Kathanakavyagalu” (Krishnagollas’ Tribal
Epics). The title of the epic is “Kumararama and Krishnagollas’ Tribal Epic”, dealing with the
cattle rearing community. “Yellammana Kathana Kavya” is a tribal epic centred around the
character of Ellamma. All the recorded narratives were narrated by Eramma, all the narratives
are recorded and transcribed in Kannada for archival. The work “Karnataka Budgajangam
Sameekshe” (Budgajangamas of Karnataka: A Survey) is helpful in knowing about the

Budagajangama community, its structure, religious beliefs, customs and traditions in detail.

Ramakrishna (1993) talks about the theatre movements in the Andhra region in his
work, “Literary and Theatre Movements in Colonial Andhra: Struggle for Left Ideological
Legitimacy” (69). The article analyses the cultural movement in the Andhra Pradesh region
during colonial rule. The progressive writer’s movement and the people’s theatre movement
were actively engaged in propagating popular literature and theatre. Performing art forms like
‘Harikatha’, ‘Burrakatha’, ‘Veedhi Natakam’, ‘Kolatam’, ‘Golla Suddulu’, ‘Bhajanalu’,
‘Chencha Veshalu’, were performed in this regard. This cultural movement arose in the 1930s
due to the socialist ideas that emerged during the nationalist movement in response to the
Gandhian philosophy of Satyagraha against the rise of fascism. The experiment of socialism in
Soviet Russia also contributed to the movement. In the wake of this context, people started to
fight against all forms of suppression, such as imperialism and feudalism. The movements led
by agricultural organisations, trade unions, and women’s federations took place in parallel with
the cultural movements. The revival of the traditional art forms grounded in leftist ideologies

contributed immensely to the nationalist movement. The theatre gave up all the highly



technique-based stagecraft to reach the common masses and employed simplified techniques
and make-up. All the forms of expression worked towards the common people. As a result,
even literature gave up the highly ornamental language and used a spoken dialect in order to
attract the attention of a large number of people. A new group of writers emerged from the
lower middle class and other oppressed segments of society, which gave birth to new literary

forms modelled on folk art forms.

In the middle of the nineteenth century, writers like Kandukuri, Gurajada, and Gidugu
employed spoken dialect in Telugu literature and laid the foundation for modern Telugu
literature. From the 1870s onwards, literary productions started to meet the needs of the theatre
during this period, which focused on mythological and traditional stories. The Indian
Communist movement began to take shape in the 1920s, and socialist ideas were smuggled
into the Andhra region. The theoretical writings of Marx and Engels were translated into
Telugu so that the common people could access them. It brought a radical change in the minds
of the writers, and they were soon inclined towards socialism. Several peasant activist writers
also emerged during this period. The changing scenario led to the realisation by the public that
all kinds of art forms, including literature, had a social purpose. It was during this period that
the Indian People’s Theatre Association in Andhra, namely ‘Praja Natyamandali’, began to
revive almost thirty art forms, including Burrakatha. The art expanded the course of the
Communist ideas following the strategic manoeuvre of engaging people with traditional
performances (Vatsyayan 127). The most popular art form among them was Burrakatha, which
involved story, music, body movements, and satire on contemporary society. This traditional
art form was further improved by Sunkara Satyanarayana, who rendered some of the popular
Burrakatha scripts such as ‘Kashtajivi’, ‘Alluri Seetharama Raju, ‘Veereasalingam’, ‘Tanya’,

and so on. It was the backdrop for the popularisation of the Burrakatha art form (69).
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A theoretical understanding of intersemiotic translation is necessary for approaching
the variants of the story. In his work “On Linguistic Aspects of Translation”, Roman Jakobson
talks about three ways of interpreting a verbal sign: intralingual translation, or translation of
symbols into the same language; interlingual translation, or translation of characters into
another language; and intersemiotic translation, or translation into another nonverbal system of
language (Jakobson 232). Since the study involves translating oral performance into a written

text, it gives scope to intersemiotic translation. The oral narrative turns into a non-oral report.

The concept of orality should be understood comprehensively before dealing with oral
narratives. In his Orality and Literacy Ong (1982) draws the contrast between orality and
writing. Orality and literacy have usually been approached from synchronic stand points when
oral cultures and script used to coexist in a specific context (25). The author highlights the
importance of approaching it diachronically by tracing their historical progression. The author
describes the orality of language. Since there is ample work on the difference between the
written and spoken language of persons, the author focuses on primary orality- the orality of
people who are completely unfamiliar with writing. The author gives prominence to the
overwhelmingly oral nature of language by showing that out of 3,000 languages spoken today,
only 78 seem to have literature. The author points out that writing enlarges the potentiality of
the language as it can convert dialects into grapholects with a recorded vocabulary of millions
of words. He reveals that language studies, for the most part, concentrate on writing because
of the very relationship of study to writing. Long before writing existed, human beings were
fascinated by wise reflections on speech, like proverbs and other wise sayings. Even after the
emergence of writing, rhetoric was perceived by the Greeks as an intensive academic subject.
The author states that after scholarly attention was devoted to texts, oral art forms also started
to be perceived as texts not written down. The author identifies the gap in the previous research:

all the writing has an all-encompassing term called ‘literature’, but there is no proper term to
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denote a pure oral heritage. He identifies two kinds of orality: primary and secondary. Primary
orality indicates a culture before the emergence of writing, and secondary orality involves new
orality, such as that of telephones, radio, and so on. While written words leave a residue, oral

forms do not leave a residue.

Moreover, the sense of a word is different for a literate person and a person from a pure
oral background. The author states that terms like ‘oral literature’ and ‘preliterate’ are
problematic in denoting oral art forms and performances because they present orality (primary
modelling system) as an anachronistic deviant from the secondary modelling system that
followed it. Even ‘text’ is insufficient to denote them as literates; think of it as an analogy with
writing. Writing has taken hold of the human psyche, and no powerful creation is possible
without writing. The author intends to use literacy to explore and reconstruct human
consciousness that was not literate and how it moulded human consciousness to approach high-
technology cultures (Kumar 452). Similarly, Katharine Young, in her review of Elizabeth C.
Fine’s work “The Folklore Text: From Performance to Print” (1987), discusses the author’s
concern over the status of the text in folklore studies. She problematized the transcription or
recording of verbal performances and approached it in terms of its content. She emphasised the
need to approach folklore as a dynamic process that involves speech, movement, interaction,
and so on. She conceives text in the light of Amold Berleant’s Aesthetic Field Theory, which
locates text in the total situation where interaction, art, and activities occur. Drawing insights
from this theory, she perceives performance as non-textual and culture as text. Thus, she
problematizes the intersemiotic translation from performance to print. She adheres to the view
that texts are recoveries meant not only for performances but also for the audiences. She
perceives the recorded text as a projection of the performance. The professional audience who
encounters the projection should be able to afford the viewpoint of the native audience so that

projection and performance can be drawn together. In this regard, the dynamic, interactive, and
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theatrical elements are regarded as the aesthetic essence of performance rather than formal or
generic components. She states that the text should be able to represent and recreate these
elements. The author of the article finds this tricky, as he considers the aesthetic essence as an
attitude towards the art rather than something that is already inherent in it. Fine conceives text

as something that is engaging and balanced between the record and the report.

However, what could be emphasised, captured, formalised, loosened, or fixed by the
text is to be explored. Fine explores the incommensurability between the source text,
performance, and the receptor text, print. Instead of viewing print as a different medium, she
finds it narrower. She states that to generate a projection, either the source text should be a little
more constrained or the receptor text should undergo expansion. Unlike other perspectives on
the translation of a text, the author is not bothered about the modification or deformation of a
text when it moves from one medium to another; instead, she focuses on exploring the
possibilities of a text to undergo expansion to accommodate the source text. This article proves
helpful for the research as it analyses the text when it moves from performance to print. It
conveys the idea that the transformation that a text undergoes an apparent shift with changing

context. Thus, one should focus on the possibilities of a text to accommodate the source text.

The review of the same work done by Gerald E. Parsons (1994) gives a more detailed
explanation. He states the suggestion put forth by Fine to approach performance-centred texts.
She tells us to record the folk performance in audio and video tape and note down the voice of
the performer, listener, and the background noises, as well as the large movements, gestures,
and postures involved in the performance, respectively, so that one can act out the performance
following the notations. It enables us to capture fine movements of the performance (361).
Following this approach reveals the circumstances and symbol code involved in the process.
Fine does not give high value to the transformation undergone by a text in terms of compression

and standardisation. In fact, she problematizes the standardised notion of transcription. She
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believes that a simple mechanical application of rules cannot resolve the issue. She aims to

achieve the maximum possible level of aesthetic transference.

In his review, Paul Cowdell, on the work “Living with Stories: Telling, Retelling, and
Remembering” (2008) by William Schneider, explores the nature of telling and retelling stories
by the narrator and the audience’s response to them. It highlights that narration shifts depend
significantly on the context and the audience. It problematizes the revisiting and documentation
of narratives. It also explores the process of meaning-making in storytelling. The book contains
a series of essays. It highlights the point that when a narrative is repeated, one gets the perfect
sense of a place and the appropriate behaviour of its people. It also highlights the process of
cultural contextualization. It also deals with the way in which historical narratives are adapted

by storytellers for contemporary purposes.

At present, the folk media appears in a range of new settings. It proves to be capable of
making changes in society through mass media. In the article “Grassroots Renaissance: Folk
Media in Third World Nations” (1980), John A. Lent discusses whether traditional media is
capable of perpetuating modern messages. Folk media is always considered very intimate with
the masses as they offer face-to-face communication with the common people. The author
points out that studies suggest that folk media, such as storytelling, cannot be modified to
spread social messages as they are purely meant for entertainment. Such studies strongly
indicate that folk media should not be used for developmental purposes. In 1954, the
government of India established the Song and Drama Division to convert performing arts into
developmental communication. Experiments went on in South India to analyse whether folk
media could be used as a tool to carry modern messages. In this regard, the Bangalore Center

categorises performing arts as flexible, rigid, and rigid with flexible elements.
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Puppets and Katha fell under flexible arts; Yellamma songs in Karnataka fell under rigid art
forms; and Yakshagana was regarded as a severe art form with flexible elements such as jesters.
These art forms were experimented with and modified to carry modern messages. In the initial
stages, people found them absurd and difficult to accept. However, after six years of
experimentation in southern India, people began to accept the modification of flexible
elements, such as jesters, who made critical remarks about contemporary society. Later, the
Andhra Pradesh government adopted various storytelling art forms such as Harikatha,
Kavigan, Tamasha, and Burrakatha. Among all these art forms, after independence,
Burrakatha was adopted by the government in order to circulate social messages of national
development, cooperative effort, and family planning. The article highlights the importance of

Burrakatha as a folk art form that got national acceptance.

In comparison to other rigid folk art forms, Burrakatha was able to adapt well to the
mass media. Hence, the article reveals that Burrakatha is a flexible art form in terms of its form
and content. On the other hand, the media, which was blamed previously for the decline of folk
art forms, started to contribute towards the revival of folk arts. The analysis of different
versions of the Ramayana provides a model for the study to understand how the oral and the
written variants of the text undergo transformations in different cultural contexts. The article
“Three Hundred Ramayanas: Five Examples and Three Thoughts on Translation” (1991) by A
K Ramanujan discusses numerous varieties of Ramayanas written in Annamese, Balinese,
Bengali, Cambodian, Chinese, Kannada, Kashmiri, Marathi, Oriya, Prakrit, Sanskrit, Tamil,
Telugu, Thai and so on. In the beginning, he points out the differences between the Valmiki
and Kamba Ramayana by comparing the Ahalya episode. In the Valmiki Ramayana, Ahalya is
cursed to an invisible form, whereas in the Kamba Ramayana, she is reduced to a rock form.
Then he focuses on the Jain tellings and Kannada folklore version of Ramayana and observes

that Valmiki Ramayana focuses on Rama’s greatness and genealogy; Vimalasuri (Jain telling)
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focuses on the deeds of Ravana and Kannada folk tradition focuses on the birth of Sita as the
central themes. Also, in many Ramayanas, including Jain’s tellings, Sita is portrayed as

Ravana’s daughter.

The Thai version of Ramayana highlights the figure of Hanuman, and the audiences are
very fond of him. After observing the patterns of differences in various Ramayanas, A. K.
Ramanujan concludes that no text is original, and the story is always open even though it is
enclosed in a text. An inquiry in the field of folk culture studies also gives an understanding of
the nature of the discipline. This understanding is crucial before approaching a folk art form.
The article of Montenyohl, Eric (1996) “Divergent Paths on the Evolution of Folklore and
Folkloristics” gives an account of the evolution of folklore and the shifts in its approaches.
Earlier, folklore was conceptualised as some object, tangible or intangible e.g., stories,
customs, ballads, proverbs, and so on. But later, it was re-conceptualized as an activity that
people chose to do. This shift from an item-centred view to an activity-centred idea began in
the 1960s. Also, earlier, the folklorists were actively engaged in classifying and categorising
folklore. One of the first (English) folklore Society activities proposed and began (in 1881) was
a prototype international folktale index. However, later, they discovered that they had an elastic

form, and it was nearly impossible to draw lines between different folklore genres.

In “Breaking the Boundaries: The Folk, the Classical and the Modemn" by K.
Satchidanandan the author attempts to break the strict boundaries set for folk, classical, and
modern texts. He begins by narrating the ring episode from Ramayana, which involves
Hanuman and Rama. Through the story, he suggests that there is a Ramayana for every Rama.
There are myriad versions of Ramayana spread across South and Southeast Asia. He states that
Ramayana is not a single text but a tradition. However, the moment we raise it to the status of
a classic, we marginalised a whole tradition of oral and folk versions of Ramayana. He states

that while folk is ever-vibrant, evolving, and flexible, classical is considered ordered, rigid, and
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flexible. In this regard, the author identifies a similar process called “Sanskritization" by
eminent sociologist M.N. Sreenivasan (1978). The process of folk becoming classical is an
obvious case of appropriation through a similar approach: Sanskritization. Once they were
absorbed into an upper-caste discourse, their subversive worldviews and disruptive energy
were smoothed out. The reason behind the clear division between folk and classic is because
of the folk fundamentalism that denies further changes in folklore and the so-called ‘purity’
upheld by classicism. He explains the appropriation further with the help of an example. The
appropriation happens when the dance of the devadasis is taken by the Brahmin women and
turned into the eternal art of Bharatanatyam, sanitising it of all that is natural and erotic and
leaving the actual creators of this dance form in their predicament of poverty and disease

(Sarma 64). So are the cases of Mohiniyattam, Ottan Thullal, and Kathakali art forms in Kerala.

Similarly, the impact of folk is also evident in modern art, literature, and theatre. The
author substantiates it with the example of Girish Karnad’s work, Hayavadana, based on
Yakshagana, and Naga-Mandala, based on a folk tale. The author says that the present needs
to go further and expose the class/caste nexus that is still at work to sustain the divisions
between the folk, classical, and modern. He also stresses the need to save folklore from

puritanical attitudes that tie them to fixed forms, thus maintaining their autonomy.

Several texts and research have been written about this community from a cultural and
anthropological perspective only in the Kannada and Telugu languages. But this art form can
be seen from the perspective of Translation Studies as well. Though there were prior attempts
to document Burrakatha narratives in Kannada, no attempt has been made to document
bilingual Burrakatha narratives and translate them. This research attempts to document and

translate bilingual Burrakatha narratives.
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1.7 Theoretical Framework

Taking Roman Jakobson's concepts of intersemiotic and interlingual translation, where
the former refers to the interpretation of verbal signs using signs from nonverbal sign systems;
and the latter to the interpretation of verbal signs using signs from other languages (114), the
theoretical framework allows understanding the nature of signs in different systems and the
specific challenges and methods inherent in translating with reference to shifting of modalities
(verbal to written). Jakobson’s division of translation types has helped in broadening the
framework of translation theories, encompassing the “entire intersemiotic network of language
and culture, one touching on all disciplines and discourses” (Gentzler 1). Translation theories
are currently applicable to several forms of representation and have applicability in various

disciplines.

The present research uses intersemiotic aspects of Roman Jakobson’s division of
translation while documenting the Burrakatha narratives and also uses interlingual aspects of
Jakobson while translating the narratives into English. It also uses Elizabeth Fine’s theory on
Orality and translation. This theoretical framework seeks to highlight the complexity and
nuances involved in translating between different sign systems (verbal to written), and also
between two different languages (Kannada and English), emphasising the need for a nuanced
understanding of both source and target systems while allowing for creativity and transcreation
in the process. Furthermore, relying on the definition of bilingualism proposed by Macnamara,
considering the communicative aspect of Burrakatha narration and the concept of code-
switching, this study establishes bilingual narration as a form of translation. This framework
provides a lens through which the researcher approaches the analysis, while also guiding the

interpretations and conclusions.
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1.8 Organization of Thesis

Chapter one constitutes the general introduction to the study. It points out the
contemporary relevance of Burrakatha art form and its scope, and significance of the study. It
lays down the theoretical foundation of the research by focusing on orality and specific
translation theories, such as Jakobson’s concept of intersemiotic and interlingual translation.
In the review of literature, the previous studies in the areas of orality, narration, and translation
are critically reviewed. It also provides research methodology and the data collection process

from the field. Research objectives and questions are documented in this chapter.

The second chapter gives a detailed account of the Burrakatha art form, with particular
attention devoted to its structure, history, and principles that govern the art form. The chapter
also focuses on the target audience of this traditional performance. The detailed account of the
Burrakatha art form unveils the nature of the plot, style, and mood of this narrative

entertainment.

Chapter three describes the documentation and translation of selected Burrakatha
narratives. The following seven narratives were recorded as part of documentation: Aryavara
Katha, Balagiri Raja Katha, Kamboja Raja Katha, Bhulaxmi Katha, Dharma Raja Katha,
Manikyamma Katha, and Naala Neela Raja Katha. Of these, Aryavara Katha, Balagiri Raja
Katha, and Kamboja Raja Katha were transcribed into Kannada and translated from Kannada
into English. This chapter gives a detailed account of the plot and the English translation of the
three aforementioned narratives. Temporal and spatial elements will also be discussed in detail.

It also discusses the central thematic concerns of the narrative.

Chapter four discusses the challenges in documenting and translating the selected

Burrakatha narratives into English. This chapter will examine the diverse challenges and
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obstacles encountered in the documentation and translation of the selected Burrakatha

narratives into English.

Chapter five ‘Bilingual narration as translation with respect to Burrakatha narratives’
analyses the differences as well as the similarities between the Telugu and Kannada versions
of the story and analyses the differences. The thematic as well as structural changes will be
subjected to analysis as the performers modify the tale following the cultural context of the
story. Each story is different in terms of both formal and thematic elements. It points out the
contextual differences of the story and draws insights from the theories associated with the
cultural turn in Translation Studies. Chapter six constitutes the findings and the conclusions of

the study.
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Chapter 2

Burrakatha: An Overview

2.1 Introduction to Burrakatha

Burrakatha is a popular form of Indian oral narrative that is generally performed in the
rural areas of Andhra Pradesh, Telangana and Karnataka. This form of narrative entertainment
is believed to have originated from a group of wandering minstrels who sang in praise of Lord
Shiva during ancient times. Though earlier it dealt with religious themes, eventually it adopted
secular themes. The roots of this form of entertainment can be traced to Jangam Katha, a form
of oral narrative in which the narrator and his wife rendered recitals for two or three days,
which used to take place under the leadership of the village head. Drawing inspiration from

this form, Burrakatha is believed to have originated at the beginning of the twentieth century.

The term ‘Burra’ refers to the ‘Tambura’, a stringed instrument worn across the
shoulder of the narrator, and ‘Katha’ means ‘the story’. The performer moves forward and
backward while reciting the narrative. In addition, the performer puts on a hollow ring over his
right thumb and a metal ring on his palm to set the rhythm for the songs. During the intervals
of narration, he turns to his fellow performers, who are basically drummers and addresses them.
He also responds to these drummers, who beat the two-headed earthen pots. The drummers
have a vital role in the performance. The drummer who sits on the right side of the leading
performer is known as ‘Rajkiya’, who comments on contemporary political issues, and the
drummer who sits on the left side is known as ‘Hasyam’, who cracks jokes during the
performance. Generally, the performance begins in the evening with songs praising heavenly
beings. Later, the narrator introduces the story to the audience by stating the place, time, and

social context of the action. In this session, the drummers repeat the refrain of the story.
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The main plot begins after the introduction, and the three artists perform the roles of
various characters. They also deliver narrative bridges during the intervals between the
incidents. The story is a vigorous depiction in dance, narration, enactment, songs, and recitals.
Usually, the duration of the story is designed to last up to 2 to 3 hours. In rare cases, it can go

up to two consecutive evenings. This art form is the primary source of income for many artists.

Fig. 2.1 Burrakatha Performer and her associates

Primarily, Burrakatha is classified into three categories: mythological, historical, and socio-
political. This art form is considered as one of the rural forms of theatre (Banham and Brandon
78). Towards the middle of the twentieth century, the Indian People’s Theatre Association
(IPTA), in collaboration with the Communist Party of India, attempted to employ rural forms
of theatre to convey political and social messages throughout India. Specifically, it originated
in Guntur district in Andhra Pradesh in 1942. The renowned theatre association Praja Natya
Mandali in Andhra Pradesh modified Burrakatha to reach a large number of voters. Eventually,
other political parties also began to follow this line. At present, a wide range of political

organisations have adopted this art form to propagate their ideology. Though some of the
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Burrakatha performers are associated with Communist organisations, most of the artists at
present are willing to perform for any organisation to convey political ideas if they are
adequately rewarded. At present, there are more than 200 troupes in the state of Andhra Pradesh
(Banham 146). Though the art form is mainly performed in the villages of Andhra Pradesh and

Telangana, it is also popular in the bordering north region of Karnataka (Xavier 47).

2.2 Structure and Principles

In the states of Andhra Pradesh, Telangana, and some regions of Karnataka, burrakatha
is the most widely used narrative entertainment art form. With two partners, one on each side,
a storyteller retells a tale while speaking, singing, and dancing in this theatrical format. The
resonating chamber is made of a hollow shell. This instrument is slung across the main

performer's right shoulder.

While telling a story and dancing rhythmically forward and backward on the stage, the
main performer, Kathakudu, plays the tambbura. Additionally, he keeps a ring in his palm and
wears a metal ring to quicken the speed when he sings. To emphasise the tunes, the co-
performers beat out two-headed clay drums called "Dakki." When the three performers dance
and perform, little bells known as "Andelu" or "Gajjelu" on their anklets add to the melody.
Even while the primary plot revolves around ancient or mythical events, one of the drummers,
known as the "Rajkiya," makes observations on current political and social issues. The other
drummer, referred to as "Hasyam," is a comedic relief and joker who continuously keeps the

audience laughing and engaged in the act.

The performers converse with each other on a regular basis, and the co-performers
frequently stop the main act to clear up any confusion and emphasise the story's major points
with brief words and phrases. A prayer song would often open a show. The location, period,

and historical background of the action are then established by the principal performer as they
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introduce the tale. The opening line of the story is repeated by the co-performers. "Hara hara
mahadeva shiva shiva mahadeva tandana tandana raguva nadana", is how the story opens. The
other performers then confirm the events by saying "tandhana tane tandha na na." Following
these introductions, the main plot takes off, in which all three performers actively participate
by taking on different roles in the incidents and establishing narrative connections between
them. Dance, recitation, songs, dialogues, and scene enactment therefore offer variety within

Burrakatha's compelling storyline.

Fig.2.2. Instruments used in Burrakatha performance

Burrakatha stories could be mythological, historical and sociopolitical. It became the
medium to enlighten the people about the political situation and played an effective role in
conveying the message to people and awakening them during the Indian Independence
Movement. This art form became so popular, the British government banned its performance
in Madras Presidency and Nizam, the ruler of the princely State of Hyderabad, prohibited these

shows in the Telangana region.
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2.3 Burrakatha in Different States

To understand the differences between Burrakatha in Andhra Pradesh, Telangana and
Karnataka, it's important to know where they came from historically. The art form known as
"burrakatha," which means "storytelling with a drum," dates back to the 15th century. The first
people to make it famous were some wandering artists from the coastal areas of Andhra
Pradesh. They were called "Burrakathalu." As time went on, this art form became more popular

in Telangana and Karnataka, changing to fit the culture of the area.

The basic idea of Burrakatha is the same in all of these areas, but each variation has its
own performance parts. As part of their music, Andhra Pradesh Burrakatha artists often play a
single drum called a "dakki" along with a stringed instrument called a "tambura." These
instruments add rhythm to the story that the artist is telling while they play. The Telangana,
Burrakatha artists, on the other hand, use drums called the "dappu" and often add dance moves
to make their show more interesting to look at. On the other hand, in Karnataka Burrakatha
brings in the "dimki" and "dakki" drum, which is played with a "tamburi" stringed instrument.

This unique way of using instruments adds to the variety of the art form.

One of the most interesting things about Burrakatha is how different regions tell stories
in different ways. Mythological and historical stories are told a lot in Burrakatha in Andhra
Pradesh. The stories are often based on the Mahabharata, the Ramayana, and the works of the
great author Pothana. In Telangana, on the other hand, Burrakatha focuses on social issues,
current events, and political satires that reflects the political and social climate of the area.
Burrakatha in Karnataka puts a lot of importance on folklore, folktales, and stories that have
been told from generation to generation. This is done to protect the cultural history of those

regions.
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Burrakatha artists wear different clothes and makeup in all these three regions, which
makes each version even more unique. In Andhra Pradesh, Burrakatha artists usually wear
bright clothes with lots of detailed embroidery and jewellery that are made by hand by
themselves. This shows off the rich cultural history of the area . In Telangana, Burrakatha
artists choose to wear simpler, more rustic outfits that fit with Telangana's rural nature.
Burrakatha artists in Karnataka often dress in ways that are connected to traditional folk

culture. Their outfits are bright and colourful.

The study of literature from any part of the world will be firstly observed related to folk
literature or folklore and that is the importance of folklore studies. Today’s researchers are
studying different varieties of folk and its versions in depth. There are many types of folk
literature like in modern and ancient literature, one among them is Burrakatha. Folklore
represents the ancient culture of human life and traditional folk literature plays a vital role in
human lives. In folk literature, stories or long lyrical ballads are an important source of study
or research. The stories, which are narrated in folklore, were passed from one generation to
another generation so that the culture, rituals, customs, and tradition of the community should
not be forgotten by the younger generation, so in preserving such knowledge oral folk literature
gets its important place in other forms of literature. Many scholars around the globe have
shown interest in the study of oral traditions. Folk artists used to tell these stories while working
in the fields or some other works so that they do not feel tired. These stories sometimes may
be fictional and sometimes real, which were narrated in the combination of song and story. The
main purpose of narrating the stories will be to teach moral and ethical values among the
members of community and society. Some stories may be long in length and some short. The
artist picks up one particular theme according to the audience requirement. The folk artist of

Burrakatha mentions their songs as a story that means songs will be entwined with the story.
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In the present study the art form which is called Burrakatha (long narrative story) rather than

‘Burrakatha Kavya’ (long narrative poem) (Byrski 146).

European Kalevala was the first lyrical ballad sung by professional singers. For the first
time in the world such singers lived their livelihood by singing these types of songs and as like
the Kalevala we can see similar kinds of narratives in England, Russia, German and in so many
countries. The people who work for these kinds of narratives and accepted this form as their
profession,earlier they were given respect in all spheres of life because these people tried to
maintain and spread the culture and traditional form of oral narratives. Various scholars like
Sir Walter Scott, Thomas Percy and Grimms brothers worked and contributed towards the
development of oral folk narratives. Likewise in the European context, there are many folk
artists in different countries where in countries like India we can see such artists in every region.
Indian Literature, “compared to any other literature in the world, played a dominant role in the
preservation and propagation of oral traditions and folklores. Very ancients of this land, India,
were past masters of all art forms that is folk. Sama Veda, to name one, is probably the oldest
form of folk music that has survived till date. Even if one takes Sama Veda as a rusty folk
music, then it is the finest and ancient folk music that the world has ever witnessed” (Shekhar

83).

From the Epics of India, Ramayana and Mahabharata to Jataka tales of Buddhism to
Pancha Tantras and Hitopadesha to Katha Saritsagara in the mediaeval period to mystic songs
of Bauls of Bengal to numerous works in almost all the main languages of India, the scholars,
saints and writers have kept the oral traditions and folklores alive by writing down many a tale

fortifying a multicultural ethos (Wolpert 575).

The role that women play in Indian folklore preservation, which has taken generations

to develop, makes it more distinctive. There are no words to describe the extraordinary roles
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that the characters Gargi and Maitreyi from long ago, Andal from Tamil Nadu at the start of
the previous millennium, Lalleswari from Kashmir, Molla from Nellore in Andhra Pradesh,
Akka Mahadevi from Karnataka, and Sahajo Bai gave. India continues to be one of the richest
sources in the world for folktales due to its diverse culture and ethnic groups. Folktales are not
the only oral traditions that reflect the culture and values of the location they are found.
Proverbs, wise words, legends, stories, songs, and spontancous street dramas are just a few
examples. Furthermore, they have assisted in uniting even the most disparate local customs and
traditions. In India, even the most ignorant peasant can speak in extravagant terms and

metaphors.

Indian oral literature has tremendously contributed to the invisible bonding of many
diverse cultures through the preservation and adoption of many stories, songs, and plays filled
with local proverbs and phrases. It is impossible to downplay the importance of Indian literature

in preserving and promoting cultural identity and togetherness in such a large country as India.

As a result of fast industrialization and globalisation, many art forms have died out
around the world. Indian folk writing sends a strong and clear message to those places. People
don't just pass on culture or philosophical poems through folk literature and art. They also show
strong self-reflection and deep insights they've gained through it. Traditions teach people how
to live a simple life, think about others, and follow the right way. Folk traditions, once more,
are more than just platforms for promoting morality that has no bearing on the real world of
today. Even now, a number of folk plays, such as "Veethi Natakam" and "Chaakiyar Koothu,"
are employed as satirical plays and political and social commentary. Many folk songs found

across the extensive canon of Indian literature share this characteristic.

It is also true that folk literatures, which are typically restricted to smaller spaces and

only reach out to specific individuals and communities, have a greater mainstream audience
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when they are documented and transmitted in printed form. Contrary to common belief, Indian
literature from the mediaeval era into the twentieth century demonstrates the fact of oral
traditions being preserved, even in cases where European and other civilizations had virtually
lost their folk literature. A recent example of this tendency can be observed in the work of Sri

Vijay Dan Detha, a Rajasthani folklorist.

In Karnataka such folk artists are found in the communities of Nilagararu,
Kamsaleyaru, Choudkyaru, Goravaru, Karapaladavru, Burrakathegararu, Dombidasavaru,
Heluvaru, Jogigalu, Tamburiyaru. These are all the communities in Karnataka who perform
folk art of their communities. Among these communities Budagajangama community which
is a roving community tell the oral narrative stories by using the combination of prose and
poetry style. This art form is known as Burrakatha, which is the most popular art form in
Andhra Pradesh which is why we can find the footprints of this art form in Andhra Pradesh and
the bordering area of Karnataka. The people of this community who migrated from Andhra
Pradesh to Karnataka can be seen more in the bordering districts such as Gulbarga (Kalaburgi),
Bidar, Yadgiri, Raichur and Bellary and in some cases we can see these people perform in
some places in Karnataka. They narrate the Burrakatha in both Kannada and Telugu languages
at the border areas of Karnataka, Telangana, and Andhra Pradesh These artists never face the
Telugu and Kannada language as their barrier for their performance, as the local language in
Karnataka is Kannada these artists give their performance in Kannada and in the same way
when they perform in Telugu states of Telangana and Andhra Pradesh, the performance is in
Telugu language. By telling the narratives in both languages they got mastery over both

languages in a full fledged way.

Burrakatha is an oral art form but it also consists of dance, music and acting through

which they make their audience feel happy. The central theme of the narrative will be valour
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and it will be revolving around it. There will be many other themes like love, motherhood,
pathos, comedy, eroticism, deception ,sorcery, brutal killings and many more things can be

seen.

2.4 Language, Audience and Performative Space

Human being has created his surroundings by his creative and local system of
knowledge, which he has learned from his ancestors, or by his observation skills. Whether he
stayed in forest, village or urban localities, he has learned things from older generations in the
same way these tribal communities have their own set of knowledge that is passed from one
generation to the next generation; it may be the cultural system, ethnicity, rituals, traditions and
beliefs. In the Indian cultural context, old customs and traditions are replaced by new customs
and traditions. In the same way, the tribal society customs and traditions are also affected due
to which they came out from their community (forest) towards the urban settlements. Where
they found it difficult to survive they started to show their community performance art to the

people for their livelihood and later on this art form became their full time profession.

Tribal people are very rich in their local set of knowledge and they have preserved it
very well. Budagajangama community people earlier resided in Andhra Pradesh forests and
their main occupation was hunting. In search of food and livelihood this community keeps
moving from one place to another all the time, they don’t have definite settlements. They came
out of the forest for bread and butter so in this way the transition era in tribal communities can
be seen. For earning money the women of this community used to narrate the stories of local
deity from door to door for getting food or money and the male members of the community
use to do street plays in this they started to join in the village fairs where they use to show their
performances to the people of that village. The people of this community are the followers of

Shaivism. In the beginning, they used to tell the stories based on Shaiva cult but later on when
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started to spread out from Andhra Pradesh to Karnataka, Maharashtra etc they started to narrate

the other cult stories as per the need of that locality.

In 12" century when these community people came in contact with social and religious
reformers like Basawanna, Ambigara Chowdayya etc, they left certain rituals which they used
to follow blindly earlier and became the followers of these people and started to spread the new
philosophy which they have learned from their new masters and they propagated their ideology
in Karnataka and Andhra Pradesh through Burrakatha art form. Due to this the art form reached
common people as well. On one side they propagated the Veerashaiva religious philosophy

and on the other Burrakatha art form.

When few community members of Budagajangama migrated to Karnataka in 12th
century they settled in Karnataka due to the influence of Basavanna philosophy of equality
which attracted them the most, and they started to rove in the same locality for a long period
and later on they started to spread to villages among themselves as their work place and they
made very strict rule i.e. a person who belongs to other village cannot do his/her performance
in other village/work place which is not allotted to him/her. Therefore, the art form and the
communities constitute their valuable assets that support the fulfilment of their daily

necessities.

As the human race has reached the moon and moved towards development, one section
of the community has been completely detained from mainstream society for many centuries.
But the tribal community still preserved their set customs and primitive knowledge which can
be seen as helpful in present days as well. Among such communities Budga Jangam is one
among them. People of this community are known by different names like Hagaluveshagaara,
Janapadaru, Bahuroopi, Baalasantha, Kondamama, Burrakathegararu, Balasantha,

Bairagijangama. Earlier the community people who perform Burrakathas were known as
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‘Budigajangalu’. The word ‘jangalu’ has a connotative meaning as ‘barbaric tribe’ so it was
changed to ‘Jangama’, thereby Budigajangalu became Budagajangama. The Governments of
Andhra Pradesh and Karnataka have given the status of Scheduled Caste and named them as
Budgajangama. The term Budgajangama came from the instrument used by the female
members of this community who narrate the stories with help of the musical instrument known
as ‘Budige’. The word ‘Budgajangama’, the word used to describe the narration of ‘Burra
stories’ (Burrakatha in Telugu and ‘Burrakathegalu’ in Kannada) is derived from the word
‘Burra’, which in turn is derived from ‘Buduga’, which means a musical instrument which is
made of mud and used during their performance. This art form is also known by different name
in different places of Karnataka: in Belagavi district this art form is known as
‘Hagaluveshagarara Kathegalu’ ‘Kurukuru Mama Kathegalu’ in district of Gulbarga and
Yadgiri it is known as ‘Burrakathegalu’, ‘Kondamama Kathegalu’, In Hasan district it is known

as “Babubuduru kathe galu”, “Parijangalu kathegalu”, “Shivaganjalu Kathegalu” etc.

The people of this community normally wear different types of dress like a cloth which
is called ‘Panche’ which covers up to their knees from waist, and shirt which looks like ‘Kurta’
for their upper body and the old age people also wear a black colour coat on it. They also wear
a Red or Yellow cloth turban on their head which is known as ‘Petha’ or ‘Mundasi’, and they
also wear small earrings, Rudrakshi maala, and they have long hair. Women wear saree and
‘Kuppasa’, a blouse and they wear bangles on their hands, apply the Kumkum on their forehead
in full moon shape, and Mangalsutra, etc. Normally they get clothes as a token of gift from
people when they give their performance. They wear these clothes in different styles. The
musical instruments of Budagajangama are ‘Budige’, ‘Tambura’, ‘Gaggari’ and nowadays
they are also using ‘Harmonium’, ‘Tabla’, ‘Damuru’ or ‘Dammadi’, ‘Shanka’ etc . The musical

instruments were made by them but now they purchase these musical instruments from others.
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The main occupation of Budgajangama community is oral narrative performance, and they are
preserving this art form of storytelling from one generation to next, these are mainly oral
narratives. The narratives in these communities are many, even the community members don’t
know how many stories exist, but when they start singing they have no end to it. They have an
abundant treasure of narratives. Single artists can perform thirty to forty narratives at a stretch,
and they are well versed in acting, music, mimicry, and comedy. Before their performance
these artists gather the complete information about the locality where they are invited to
perform and they add all information into their stories, entwine the story into that particular

locality, and make the audience feel that the story belongs to their life and culture.

These artists narrate the story according to the audience and locality and they mould
the stories according to the mood of the audience. For example if the female members are more
in number they give more detailed description about how a woman should be and other related
qualities, and if there are male members they narrate more valour related incidents in detailed
manner. Sometimes they will stretch certain incidents and in some cases they shorten the
incidents. By such exemplary qualities of narrative methodology these people's narrative style

is a rare kind to see in oral narrative folk culture or literature.

Normally the stories narrated by the Budgajangama folk artists will be based on the
local life, lifestyle and its culture. These stories can be understood by common people and they
are narrated in a very simple language so that everyone can understand them easily. There is
a particular structure in their storytelling. For example, proper family background and linkage
will be given so that the audience can follow the story easily, which makes their stories
enjoyable to the audience. Valour and bravery will be given more importance and explained in
a detailed manner, manifest with other themes like love, hatred, romance, kindness, sorrow etc
and end the stories with a happy conclusion. While performing the story as a song, they never

follow any set of rules of the poetical structures but they still maintain the melody of the poetry,
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which is enjoyed by the audience. We can see the excellent command over the vocabulary and
the language in the both languages while they describe some event in the stories like war
situations, happy and sad moments, beauty of nature and women etc can be observed. They
won’t deviate from the main story and its theme. There will be more inclusion of cosmic and
supernatural human beings in the stories and at the end of the stories, they will give a moral

philosophy to the audience that the truth will always win and the victory of good over bad.

Burrakatha stories are meant for the entertainment of people. It helps for the betterment
of the society because it spreads morals and values of society like brotherhood, love,
compassion and social responsibility through its narrations. Burrakatha stories are mostly
performed at nights. Before starting the performance of Burrakatha the performer starts beating
‘dakkila’ (a traditional drum which story tellers use) and plays ‘tambura’ (a string instrument)
with vocal singers. Then they first offer prayers to local deities of that particular village where
they are performing. And they thank the people of the village who all came to listen to their
stories. Then they start performing in front of the audience. Before starting the performance
they have light food because they have to perform for the whole night. Before starting the
performance, the performers conduct puja to the local deity by breaking a coconut and offering

betel leaves and nuts, flowers and lights the lamp.

If any villager asks to perform in their village, the villager has to give betel nuts and
flowers as a token of booking. Then they will come and perform in their village, if they don’t
accept then they don’t go and perform. They end their performance by taking their deity name
first and local deity and the names of the village elders and end the performance. As the

remuneration for the performance these artists get grains, clothes and money.



34

Fig. 2.3 Dakkila, a traditional drum used in Burrakatha Performance

Burrakatha is a most famous form of art form in erstwhile Andhra Pradesh region and
Burrakatha performers played a very important role in the freedom struggle. They used to tell
the illiterate about the wrong policies of British rule in the story form and gather more people
for the freedom struggle. On coming to know this the Britishers passed an act called Dramatic
Performances Act in 1876 by Viceroy Northbrook by which the performance of Burrakatha
was banned and if performed by anyone then they will be punished by sending to jail. By this
we can understand the importance of the role played by the Burrakatha during the
independence movement in grouping the people against the Britishers. Burrakatha performers
are totally dependent on the storytelling profession. They don’t know other skills. They passed
this art on to their next generations. The day to day livelihood is earned through their

performances.

Locating the historical origins of the Burrakatha art form is a considerable challenge
due to its predominantly oral nature. Oral narratives in folk traditions are passed from one
generation to another generation; they carry forward the same as they have been taught by their

predecessors. The new generations cannot add or delete the content from the story or change
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the narrative style, tone of the narratives. Tribals and Nomadic oral narratives are not found in
any kind of written form. So everyone cannot read and perform except those particular tribes.
However, when examining the oral traditions of tribes and nomadic communities, it becomes
challenging to locate written records due to the predominantly illiterate nature of these
individuals and their intended audience.For this purpose the modern literature scholars called
the Tribal and Nomadic folk oral literature as shadow literature, because these narratives are
not in written form. In Tribal and Nomadic oral narratives, the performer sings, plays the music

and narrates the story.

A single person does all the performances to enhance his art form and to keep his
audience intact with his performance.As a consequence of this, numerous issues that are
prevalent in European folk narratives are absent from Burrakatha. A variety of musical
instruments are played and performed by a collective of individuals in European folk art forms.
Whereas in Burrakatha a single person handles all the activities of the performance beginning
with singing and playing instruments. Here the art form is taken up by a particular community
i.e., Budagajangama community for their livelihood. And this community is dedicated to
maintaining this oral art from its roots without changing its content and style. There are such
communities across India to keep the oral narrative art form to sustain in present days where

the modern art forms are dominating the stage.

2.5 Burrakatha Bilingual Narration as an Endangered Art

Burrakatha is a traditional tale and folk art form that originates from the Indian states
of Andhra Pradesh, Telangana, and Karnataka. The performance is conducted in a single
language in regions of Andhra Pradesh and Telangana. However, in particular bordering areas
of Karnataka, this performance is performed in two languages, namely Kannada and Telugu.

Shankaramma is the only performer who has bilingual singing and narrating proficiency. The
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decline of Burrakatha in bilingual storytelling is attributed to the lack of transmission of this
knowledge among subsequent generations. As a result, the art form is currently facing the threat
of extinction. While not often regarded as a critically endangered art form, this particular art
form has faced challenges and witnessed a decline in its popularity in recent years due to its
exclusive usage of the Telugu language for narration. There are multiple factors that contribute

to the perceived state of endangerment of Burrakatha and its bilingual narration.

The phenomenon of cultural landscape modification is observed in nations undergoing
processes of industrialization and urbanisation. As a result, traditional art forms like
Burrakatha may have challenges when it comes to engaging younger generations. Younger
people might be more likely to prefer modern forms of entertainment, which would lead to a
decline in interest and involvement. The lack of patronage is a notable impediment to the
progress and continuity of traditional creative forms. These art forms are significantly
dependent on the financial and moral assistance offered by both the local community and
governmental entities. The potential success of Burrakatha may be hindered by limited

financial resources, inadequate infrastructure, and a lack of institutional recognition.

Burrakatha is a longstanding oral tradition that has been passed down through multiple
generations. The declining enthusiasm observed among younger generations towards the
pursuit of information and honing their skills in the traditional art form of Burrakatha implies
a probable erosion of the associated cultural knowledge and expertise. The expanding number
of contemporary media platforms, encompassing television, cinema, and the internet, has
engendered heightened rivalry for conventional narrative forms and performing arts, such as
Burrakatha, hence causing a dispersion of viewership. The phenomenon of globalisation has
facilitated increased access to a wide range of global cultures and entertainment, perhaps
leading to a decrease in the preservation and promotion of local and traditional creative

expressions.
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The role of language in Burrakatha holds significance, as linguistic transformations
occur over time, leading to a potential decline in the employment of older dialects or regional
languages associated with this artistic tradition. Traditional art forms, such as Burrakatha,
sometimes heavily depend on oral transmission and possess a limited quantity of written
documentation. The lack of detailed documentation is a fundamental challenge in the
endeavours to preserve and transfer the knowledge associated with the art form. While
Burrakatha is not presently categorised as severely endangered, it is crucial to underscore the
importance of community efforts focused on preserving and promoting this unique narrative

art form.

The preservation of cultural history is a significant endeavour, and one way to achieve
this is through the revival of Burrakatha art. This traditional form of storytelling entertainment
holds great importance in Telugu and Kannada culture, as it has been transmitted between
centuries. Additionally, it can serve to preserve the narratives and folklore that constitute an
essential component of culture. Entertainment Burrakatha is a versatile type of entertainment
that appeals to individuals across many age groups. The act of reviving it can offer a distinct
and novel source of amusement, serving as a respite from the repetitive nature of contemporary

existence.

The art form of Burrakatha possesses the capacity to not alone offer amusement, but
also effectively convey concepts and messages. The act of reviving it has the potential to spread
knowledge regarding societal concerns and motivate individuals to engage in proactive
measures. The revival of Burrakatha might potentially contribute to the empowerment of artists
who have moved away from their traditional art forms and have found themselves in difficult

economic circumstances, such as engaging in begging or working as day labourers.
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Additionally, the provision of caste credentials would contribute to the advancement of the

community, facilitating their socio-economic development.

2.6 Bilingual Narration as Translation

Translation theory has been included into the study of narratives, or narrative analysis,
or narratology. The structure, components, and purposes of narratives in both the source and
target languages are examined through narrative techniques. A seminal contribution in this
field is the publication by Susan Bassnett and André Lefevere titled Translation, History and
Culture (1990). This work delves into the significance of narratives in the realm of translation,

as well as the influence of cultural narratives on the intricacies of the translation process.

The utilisation of storytelling or narrative approaches to communicate intricate
theoretical concepts, ideas, or arguments is known as narrative translation within the realm of
theoretical study. The process entails the presentation of abstract or academic material in a
manner that is both more accessible and engaging, achieved through the incorporation of a
narrative framework. This strategy has the potential to enhance the accessibility,
comprehensibility, and memorability of theoretical work for a wider range of individuals. The
utilisation of storytelling as a means of enhancing clarity: The realm of theoretical inquiry
frequently encompasses abstract and intricate concepts that those lacking expertise may
encounter difficulties in comprehending. Through the incorporation of these notions into a
narrative framework, the author is able to furnish tangible illustrations and scenarios that
facilitate the comprehension of the aforementioned ideas by readers or listeners. The use of
narrative components, such as characters, plot, and setting, has the potential to foster audience
engagement by eliciting emotional responses, hence enhancing the accessibility and relatability
of the theoretical content. Reaching out to a wider audience or students who might find typical

academic writing uninteresting or daunting can prove to be incredibly advantageous and
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noteworthy. Demonstrating concepts of narratives possess the capacity to serve as potent
exemplifications of theoretical concepts. By employing the narrative technique, authors have
the ability to effectively demonstrate the practical application of theoretical concepts in real-

life scenarios, enhancing the vividness and memorability of the content.

Contextualization the utilisation of a narrative framework can offer contextualization
for theoretical endeavours, elucidating the significance of a certain notion or idea and its
integration into wider conversations or debates. The process of contextualization has the
potential to augment the comprehension of the reader. Analogies and metaphors are frequently
employed in narratives as means of conveying meaning. Literary devices can be employed in
theoretical discourse to establish connections between abstract ideas and common occurrences,

facilitating comprehension.

Bilingual narration is an art form that entails more than just translating words from one
language to another; it also entails capturing the story's complex emotional undertones, cultural
background, and subtle essence and communicating these using two different languages. Every
language has its own rhythm, idioms, and nuances that make communication more than just
words. By deftly handling the complexities of both languages, a bilingual narrator creates a
bridge between both linguistic realms and guarantees that the story maintains its authenticity,
spirit, and intended impact. Narrating a mythological story or a historical event involves
translating complex events and emotions into a compelling narrative that engages and resonates
with the audience, who themselves are multilingual. Bilingual narration as translation involves
the skill of interpreting and transforming content to resonate effectively across different
languages while preserving the essence and core message of the original narrative. The current
analysis underscores the impact that bilingualism has on the narratives, with particular
emphasis on the function of stories, cultural narratives, and narrative approaches in both the
process of narration and its subsequent reception by the target audience, thereby establishing

bilingual narration as translation.
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Chapter 3

Documenting and Translating Selected Burrakatha Narratives

3.1 Documenting selected Burrakatha Narratives

The first phase of the current study involved recording the actual bilingual
performance of Burrakatha and transcribing it into Kannada. Seven narratives, namely
Bhulaxmi Katha, Dharma Raja Katha, Manikyamma Katha, Naala Neela Raja, Balagiri Raja
Katha, Aryavara Katha, and Kamboja Raja Katha were recorded. Out of these, three
narratives were transcribed into Kannada. Since the performer is the only one who performs
bilingual narrative in the Burrakatha art form at the time of this study, the narratives were
captured on film in order to preserve her oral storytelling expertise. Three narratives were

transcribed into Kannada in order to get it in a text form for the study.

Fig.3.1 Shankaramma performing Bhulaxmi Katha

Bhulaxmi Katha revolves around a married couple who encounter some challenges

related to infertility in their lives. The narrative flow of the text revolves around the central
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characters, Navabhoja and Bhulaxmi, and explores their struggles and the manner in which

society perceives and interacts with them.

The narrative Dharma Raja Katha commences by introducing Dharma Raja and his
spouse, Bagiratidevi. The couple gets humiliated in a temple and they are not allowed to

touch the idol due to their inability to have children. The central focus of the narrative is

centred on this particular theme.

Fig. 3.2 Shankaramma performing Dharma Raja Katha

The legend Manikyamma Katha pertains to the Sharne Sri Matha Manikeshwari
temple located at Yanagundi, Sedam taluka. There exists a widespread belief among
individuals in the potency and kindness of the goddess. The narrative describes the goddess'
kindness towards her devotees and how she provides for them during their difficult times in

various ways.
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Fig.3.3 Manikyamma Katha Stage performance

The story of the Naala Neela Raja, who were the children of the Malsena Raja The plot
revolves around the difficulties that two brothers are experiencing as a result of their inability
to communicate effectively with one another, which ultimately leads to a confrontation
between them. Even before that, the Malsena Raja had a hard time conceiving, let alone having

a child who will rule the country after him.

Fig.3.4 Naala Neela Raja Katha performance
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The tale Balagiri Raja Katha revolves around the monarch Yamanandagiri Raja and
the kingdom under his rule. The king displays an empathetic mindset, providing various
forms of help to his citizens without discrimination according to their caste or social
standing. The plot centres on the king's primary problem, which was that he lacked a

successor. The narrative begins in Yamanandagiri Patna, a mythical town.

Fig.3.5 Balagiri Raja Katha performance

Aryavara Katha revolves around three siblings, specifically Nagender Rao, Siddappa
Rao, and Khande Rao. The two younger brothers engage in deceitful behaviour towards their
elder brother in order to obtain control of his property, while also subjecting their nephews

to various barbaric actions.
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Fig. 3.6 Aryavara Katha performance

Kamboja Raja Katha commences with the initial dialogue depicting Shamraja,
Pandevi, his wife, and their son, Kamboja Raja, governing the city of Shahapur Patna.
Shamraja was endowed with a prosperous realm, a chaste spouse, a son, subjects of his realm,
an abundance of indulgences, and an idyllic existence. Kamboja Raja was the spouse of
seven attractive queens. He ruled over sixty communities, a territory bequeathed to him by
an ancestor. In addition, he had performed numerous acts of charity for those in need. Still
few people were dissatisfied with the king for not having a successor. The story revolves

around the struggle of the king and his wife.
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Fig. 3.7 Kamboja Raja Katha performance

There were some issues in documenting oral narratives, including memory and
accuracy of the performer playing an important role in these narratives. It relies heavily on
memory of the performer, which can be subjected to error. There may be modifications in
different narrations of the same story that are performed at different places in front of
different audiences. Oral narratives are bound to subjectivity and biases and will be impacted
by the feelings, experiences, and prejudices of the narrator. This will have an impact on the

accuracy of the transcription.

The act of transcribing and analysing oral narratives necessitates meticulous attention
to cultural context, linguistic subtleties, and non-verbal cues. These factors cause difficulties
while transcribing and result in misinterpreting the narrative. Ethical considerations are
inherent in the process of documenting oral histories, encompassing matters of consent,

ownership of the narrative, and the potential consequences for both the narrator and their
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community. Thus, it is imperative to approach these sensitive problems with utmost care and

tact.

The preservation and accessibility of oral tales, particularly in digital formats, pose
certain technical issues that must be effectively handled in order to protect these valuable
cultural treasures in the long run. The integration of oral storytelling with recorded history
presents a noteworthy challenge that necessitates careful deliberation and collaborative
efforts. It involves striking a balance between the values and traditions associated with oral
narratives and the conventions of written historical records, as well as exploring methods to

effectively include oral accounts into the broader historical discourse.

The process of recording spoken histories entails grappling with a multitude of
intricacies pertaining to memory, subjectivity, interpretation, ethics, preservation, and
integration with recorded historical accounts. The fair depiction of oral traditions and

storytelling necessitates a comprehensive and interdisciplinary approach.

3.2 Translation of selected Burrakatha Narratives into English

From the seven recorded narratives, three transcribed narratives were translated into
English so that a larger audience could read them and the scope of further research could be
high. Translating the oral narratives into English was challenging. Since Burrakatha is an oral
artform, many features of oral and folk narratives could not be translated and hence they have
been left out both in the Kannada transcript and the English translation. The purpose of
translating the narratives into English is for academic purposes as well as to make them
available to a wider audience. A study was conducted to observe the changes that take place

when the narrator shifts from one language to another.
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Stories told through the ancient art form Burrakatha have been an essential element of
Telugu and Kannada culture. Its rich fusion of mythology, history, and social criticism attracts
audiences as storylines are performed through music and dance. The Budagajangama group
has had great success with this art form. Since the reach of this artform is limited to certain
regions, there is an increasing need to transcribe these oral narratives into English. The major
goal to investigate the necessity and the importance of translating Burrakatha into English is
to foster cross-cultural transaction, protect cultural heritage, and make it more widely available

to readers around the world.

Deeper cross-linguistic and intercultural contact is made possible by translating
Burrakatha, performed between Telugu and Kannada speaking groups into English. Expanding
the reach of these stories can help people comprehend and value the subtle cultural references
found in Burrakatha. Non-Telugu and Kannada speaking people can explore the depths of this

art form and learn about its traditions, beliefs, and history through English translations.

English translations of Burrakatha are essential for preserving the cultural legacy of the
community. Oral traditions frequently run the risk of disappearing in the fast-paced societal
changes that characterise our increasingly interconnected world. The spirit of Burrakatha is
preserved for upcoming generations by translating these stories. Translations into English acts

as a link, enabling this art form to exist in other places.

The translation of Burrakatha in English provides access to a larger audience, allowing
people to recognise the value, beauty and relevance. Since English is still used by people all
over the world as a language for communication, translations offer a way to exchange cultures
beyond national borders. Burrakatha gets recognition and adds to the range of artistic

expression by reaching a larger audience.
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The necessity for study and documentation is another reason for translating
Burrakatha into English. Through the provision of these narratives in a language that is
commonly understood, academics and researchers can explore the historical, social, and
cultural dimensions that are deeply ingrained in Burrakatha. Translations into English
illuminate the development and significance of this art form and aid in thorough study and

scholarly investigation.

3.3 Aryavara Katha

The narrative opens in the mythical town known as Badegao, the place was ruled by
king Bandebaje Rao, who had three sons, namely Nagendra Rao, Siddappa Rao, and Khande
Rao. Nagendra Rao had three sons and two daughters, whereas the rest were not blessed with
children. After the death of Bandebaje Rao the kingdom was distributed among the three
brothers. The daughters of Nagendra Rao were the only girls in the family. Hence,
Darukayamma, the wife of Nagendra Rao wanted to celebrate the marriage of her daughter
Rukumbai in a grand way, and the two brothers of Nagendra Rao gave their consent for it.
The marriage of Rukumbai was fixed with Buransab. The people from all the surrounding
villages were invited to the grand marriage of Nagendra Rao’s daughter. As part of the
marriage customs, they gave a huge amount of gold, diamonds, silver, and pearls to
Buransab, which was equivalent to the weight of twelve elephants. The marriage celebration
lasted for four days. With regard to this marriage, Nagendra Rao’s family faced huge
expenses. The rest of the story revolves around the greed of the younger brothers and their

wives, which makes the elder brother suffer a lot in his life, including the children.

3.3.1 Themes and Characters

Burrakatha narratives encompass a diverse range of themes, including mythological

tales, societal concerns, historical occurrences, and individual journeys of life and
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happenings. Depending on the Burrakatha story's theme, characters can change. The main
themes of this narrative include human greed, betrayal of family (which focuses on the
brothers and their dishonest tendencies that force them to betray their own brother), and the
agony and suffering that is inflicted by the people on their own people. This way, the human

character is determined in relation to the material world.

Major characters in the narrative are as follows:

Nagendra Rao, son of Bandebaje Rao

Darukayamma, wife of Nagrendra Rao

Siddappa Rao, brother of Nagendra Rao

Khande Rao, brother of Nagendra Rao

Som Rao, son of Nagendra Rao and Darukayamma

Simoji Rao, son of Nagendra Rao and Darukayamma

Feroji Rao, son of Nagendra Rao and Darukayamma

Rukumbai, daughter of Nagendra Rao and Darukayamma

Sangshetty, a friend of Nagendra Rao

Anthubai, the wife of Som Rao

3.3.2 Translation of Aryavara Katha into English

The narrative unveils the story of king Bandebaje Rao who had three sons namely
Nagendra Rao, Siddappa Rao and Khande Rao. Nagendra Rao had three sons and two

daughters whereas the rest were not blessed with children. The wife of Nagendra Rao,
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Darukayamma wanted to celebrate the marriage of her daughter Rukumbai in a grand way
and requested for consent from the two brothers of Nagendra Rao as it involves a huge
expense. The brothers agreed for the expense and they fixed the marriage of Rukumbai with
Buransab. The people from all the surrounding villages were invited for the grand marriage
of Nagendra Rao ’s daughter. As part of the marriage custom, they gave huge amounts of
gold, diamonds, silver and pearls to Buransab, which was equivalent to the weight of twelve
elephants. The marriage celebration lasted for four days. With regard to this marriage,
Nagendra Rao’s family faced huge expenses. The story revolves around the greed of the
younger brothers and their wives, which makes the elder brother and his family suffer a lot

in life.

Distribution of the property and Ill Fate of Nagendra Rao’s Family

In regard to the huge dowry given by Nagendra Rao , his brother Khande Rao thought
that if he wouldn’t question his elder brother, then he would distribute the rest of the property
in an unfair manner. So, he decided to ask for his share of the family property. Both brothers,
Khande Rao and Siddappa Rao approached the elders of the village and conveyed to them
that they wanted to divide the property into three equal shares. However, the elders of the
village held the opinion that division of the property was not the custom of the community
and if they do so, some bad omen would happen to the family. Failing to agree with the
village heads and elders, they approached Nagendra Rao and asked him to divide the
property. The elder brother said that whatever wealth he had belonged to them, and there
was no need to divide the property. Then Khande Rao replied to his elder brother that he had
spent a huge amount of wealth for his daughter’s marriage which belonged to them too, and
since he still had three more sons, who knew how much wealth he would spend on them and

leave his brothers on the streets. They couldn’t turn into beggars in regard to their prestige
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and wealthy wedding ceremonies and hence they did not want to lose their property. Khande
Rao and Siddappa Rao pulled out his elder brother and his family outside their house and
took all the wealth from them and decided to leave for Dhadegaon. All the villagers
witnessed the act of two brothers and cried in pain. They pleaded with Khande Rao not to do
such an act to his elder brother as it would impact upon their parents as well. But Khande
Rao and Siddappa Rao didn’t care about it and divided the property in the elder brother’s
house in broad daylight. When both brothers reached Dhadegaon with all the wealth they
grabbed from their elder brother, their wives made enquiries regarding where they went and

what they did. They replied that they had been there to get their share of the family property.

After seeing their share of property, Rambai and Shyambai told them that both of them
had forgotten an important treasure that belonged to them - the starch pot. They told their
husbands that they would go and collect it. They soon approached Nagendra Rao and asked
for the share of the property they had forgotten. Nagendra Rao was perplexed by hearing this
and he replied that their husbands took away everything he had and he was left with nothing.
He asked them to go and check inside or ask their sister Darukayamma. When they asked
her to give the starch pot, she requested them to leave the pot at least. They turned a deaf ear
to her request and went inside and took the starch from the pot, leaving it in a broken state.
They soon returned from Kouleshakote to their place. Seeing this, both Darukayamma and

Nagendra Rao cried in pain.

Six months after this incident, the younger daughter of Nagendra Rao came to
Kouleshakote for the delivery. While delivering the baby the daughter cried and seeing the
delivery pain of her daughter, Darukayamma died. The daughter also died during the
delivery. Soon after, the elder brother sent news to the younger brothers regarding the death

of his daughter and wife and asked them to attend their funeral. But the brothers replied that
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they were so busy with their work that they couldn’t attend. All three sons fell on the dead
body of their mother and cried in extreme pain. Later, all the village women gathered and
made all the necessary arrangements for the funeral of Darukayamma and her daughter. All
villagers consoled the children too. Meanwhile, the king Nagendra Rao was completely
depressed due to the death of his beloved wife and his daughter. All the village heads and
elders consoled the king and said, “If you sit like this, then who will take care of your children
and the kingdom? Come, get up and talk to your kids; and make them have food”. Six painful
months had passed. Unfortunately, the king once again got the shock of his parents’ death.
He sent the death news to his two brothers. However, their wives tried to forbid them from
going there and attending the funeral as their father gave the major share to the elder brother.
But the younger brother resisted this and felt strongly that they should attend the funeral of
their parents. However, Siddappa Rao, Rambai and Shyambai disagreed with him. They sent
a letter to the elder brother stating that they were busy with their work and asked him to

perform the funeral rituals as he was the eldest son.

Death of Nagendra Rao and Siddappa Rao’s Plans to Steal Property

Sangshetty, a friend of Nagendra Rao, asked him to get married again. But he
disagreed with the idea as he believed that a step mother would not treat his children as her
own. After a few days, Nagendra Rao also died, leaving the children in extreme grief and
pain. Before his death, he had asked Sangshetty to look after his young children after his
death. Sangshetty passed the death news of Nagendra Rao to his brothers and asked them to
attend his funeral. As usual, both of them did not turn up for the funeral and Sangshetty took
up the responsibility of the last rites of Nagendra Rao. After the death of Nagendra Rao, all
three kids who were very young at that time, had a tough time at home. Channamma, the

wife of Sangshetty, took care of the children and consoled them. She took them to her home
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and fed them properly. She assured the children that she and her husband were always with

them for support and they need not worry about anything.
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Fig. 3.8 Shakaramma indicating “young boys”, non-verbally

After a few days, Siddappa Rao fixed an eye on the properties of his dead brother and
decided to grab the opportunity. He asked his younger brother Khande Rao to join him, but
he disagreed with the idea. Later, Siddappa Rao alone went to Kouleshakote to visit
Nagendra Rao’s children. The children asked who he was and why he entered their home.
Siddappa Rao replied that he was their paternal uncle. Hearing this, the kids questioned him
where he was when so many misfortunes and deaths happened in the family. He replied that
he was busy with his work and could not attend the funeral. He came all the way to take them
to Badegaon, where their aunt would look after them from then onwards. The kids replied
that they were taken care of so far by Sangshetty and they couldn’t go with him without his
permission. The kids informed Sangshetty regarding the arrival of their paternal uncle and
his purpose. Sangshetty told them that he did not have any objection and they could do

anything according to their wish. After listening to him, the kids decided to stay with
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Sangshetty. They told Siddappa Rao that he did not offer a helping hand in their bad times
and it was only Sangshetty who stood by them during the misery and hence they wanted to
stay with him only. Siddappa Rao abused Sangshetty by telling that he had influenced all
children against him and moreover he was enjoying his brother’s property. Siddappa Rao
kept on asserting that he had the right on his brother’s property and kids. Sangshetty asked
him to stop arguing and making senseless statements and told him if kids were ready to go

with him, he could take them or else he should leave the place.

Siddappa Rao replied that he knew how to handle the matter well and left the place.
Later in the evening, Sangshetty and his wife Channamma offered dinner to the kids and
asked them to sleep in their room. However, the kids politely told them that they would sleep
in their own room and went to bed. After some time, Siddappa Rao entered the house and
saw the children sleeping. He made sure that nobody was around and made the kids
unconscious. He tied them to a pole in the middle of the village and looted the remaining
wealth of his brother and left. In the morning Sangshetty and his wife Channamma waited
for the kids to have breakfast together. As they did not turn up, she asked Sangshetty to go
and check if they were sleeping or playing. He listened to his wife and went to call them for
breakfast. Later he found out that the children were tied to the pole in the middle of the
village and realised that it was done by Siddappa Rao. He untied them and took them home.

They also realised that he had taken away all the remaining property left at home.

Sangshetty’s and Kurmoji’s help

Sangshetty took the children to his home and provided them with all the necessities
and proper care. Six months later, the income of Sangshetty began to decrease day by day
and the family began to face a huge financial crisis. When he was thinking deeply about how

to feed the children and his wife properly, the villagers suggested to him to go to a nearby
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field and do harvest labour along with his wife. They told him that each of them would get
10 kgs of paddy as wages with which children could be fed properly. Sangshetty accepted
the suggestion and decided to go for work. He asked his wife to stay at home in consideration
of the safety of the children. However, the children assured him that they would stay safely
at home. The routine of the work was so hectic that Sangshetty and Channamma had to work
continuously in the field for three days and the children fixed their eyes towards the door,
waiting for their arrival. On the fourth day, they returned from the field, prepared food at

home and served the children to their satisfaction.

Meanwhile Channamma prepared rice bread for her and her husband. Seeing her pain
in eating the dry rice bread, Sangshetty consoled her telling that they had to go through the
toughest phase in their life. When the younger son of Nagendra Rao asked her why she was
crying she replied that they had never eaten dry rice bread before. Hearing this, he told her
that he would arrange vegetables for them. Next day, Simoji Rao went to the field which was
earlier given to the Byada community by his grandfather. The field was protected on all sides
by barbed wire so that no animals would enter and destroy the field. Simoji Rao took a few
steps backwards and jumped over the fence. He started plucking the necessary fruits and
vegetables from the field. The caretaker of the field saw this and rushed to beat the boy. But
the boy resisted and warned him to be careful before beating him. He asked whose land it
was and the caretaker replied it was his property. The boy again asked who had given him
the land and he said it had been given to him by Bandebaje Rao. Then, the kid informed him
that he was the grandson of Bandebaje Rao and he came there not for negotiations regarding
the land, but for some vegetables and fruits. He was convinced by the kid’s words and he
himself plucked vegetables and fruits and offered them to him. Simoji Rao brought the

vegetables and fruits home. Sangshetty and his wife were surprised to see them and asked if



56

he had stolen them from somewhere. Simoji Rao explained the situation which brought tears

in Sangshetty and his wife’s eyes.

The elder son of Nagendra Rao, Som Rao said to Sangshetty that he would also join
them for work so that they could get more rice. But the other two younger brothers pleaded
with him not to leave them alone at home. They reminded him regarding the bad luck that
was constantly happening in the family and hugged him. As they were crying, he consoled
them, telling them that he would take them to the field along with him. Initially, Som Rao
didn’t know how to cut paddy crops as he had never done it before. He sought guidance from
Sangshetty and learnt the craft. While cutting the crops, Som Rao cut his finger and by seeing
the blood he fainted. Seeing that, both younger brothers cried in pain. After witnessing the
scene, the farmers asked them to relax under the shade of a tree till evening and they offered
Skg rice per head. The farmers kept the promise and the children went home along
Sangshetty and Channamma to their house. At night, they cooked the rice and had it
peacefully. After a few years, older Siddappa Rao enquired the villagers of Kouleshakote
about his elder brother’s kids. The villagers informed him that they were grown up and were
doing fine. He felt that if they were left just like that, they would come and fight for the
property that he had snatched from them. Hence he decided to bring them to Badegaon and

kill them.

He once again visited the house and pleaded with the children to go along with him.
But the children refused to go. He told them that his wife had not taken water or food those
days and she would continue it till they were brought to their house. He also asked them to
forgive the mistakes he had made earlier. He succeeded in convincing the children and
Sangshetty and took them to his home. When he brought the kids to Badegaon, the wife of

Siddappa Rao, Shyambai felt very delighted. She started to nurture them as her own children.
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Seeing this, Siddappa Rao ordered her not to give them proper food and clothing; and made
them suffer. Even though she nodded, she did not obey her husband’s order. As a result, day

by day the kids started to look healthier.

Fig. 3.9 Shakaramma narrating Nagendra Rao’s sons getting strong

Siddappa Rao was confused to see the sudden improvement in the health of the
children without proper food and care. But Shyambai felt pity as the children had suffered a
lot from the death loss of their parents and the inhuman acts by her husband. Hence she
wanted to wipe out the sins through her care. She provided good food for the kids without
the knowledge of Siddappa Rao. Meanwhile Siddappa Rao ordered his servant Kurmoji to
check what they were eating and from where they were getting the food. Following the
master’s order, Kurmoji went to the field where the kids were working. Everytime Kurmoji
failed to see what the kids were having; but Siddappa Rao strictly ordered him to find the
truth. Finally, Kurmoji learnt that they were having sumptuous food everyday which was the
reason why their health was improving steadily. Kurmoji reported every detail to his master

Siddappa Rao and informed him that it was Shyambai who was providing them all the
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necessities. Being angry, Siddappa Rao approached his wife Shyambai and warned her that
she had to face terrible consequences if she had continued her act. Then onwards, he
instructed Kurmoji to prepare food for the kids. He was asked to provide them only rice
starch which was rotten and saltless. Kurmoji obeyed the order of his master and went to the
field the next day. He gave the food to the kids and went back. Without knowing anything,
the kids opened the basket to find out the foul smelling and unpleasant food. Thinking that
Shyambai had prepared the food, they took out the food layer by layer and found out that the
whole food was stale. The kids did not have food for several days and they all fell ill. Kurmoji

informed his master.

However, Kurmoji felt pity on the kids’ health and asked them to get ready by night
so that he could drop them at their sister’s place safely. Following his words, the kids got
ready to leave Badegaon and escape from the clutches of their cruel uncle. Kurmoji left the
children in the forest and showed them direction to their sister’s house and left for Badegaon
fast as his master would search for him. In the morning when Siddappa Rao enquired him
regarding the kids, he replied that they would be sleeping; he would go and wake them up.
He later reported to Siddappa Rao that the children were missing. Siddappa Rao became
extremely angry and scolded him for his negligence. He ordered his soldiers to go and find
the children. He sent his soldiers in all directions to find the escaped children, however, they

could not find them.

Nagendra Rao’s Sons Meet Their Sister

Meanwhile, in the forest the children had an encounter with a group of lambada tribes.
The bandits questioned them rudely and they replied that they were the grandchildren of
Bandebaje Rao. They referred to their father’s name too. Hearing this, the bandits told them

that earlier they used to work for Nagendra Rao and they settled in the forest after his death.
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The lambada tribe asked regarding their current situation and the kids explained to them how
their uncle snatched all their wealth and how badly he treated them. The lambda tribe’s
leaders Ramanayak and Bhimanayak; and his other three brothers asked the children to stay
with them for a few days and the children agreed. The head also added that they would not
eat what they had prepared, so they would provide them with groceries so that they could
cook whatever they wanted. As the days passed, all three brothers were bored without any
engagements. They asked the tribal heads where they were going every morning and they
replied that they went hunting. The children expressed their wish to join them for hunting
and they agreed. Next day, they asked the head of the thanda (a settlement of a tribal group
known as lambada) to give them their horses and hunting dogs so that they could also go
hunting. But Bhimanayak said that they were too young to hunt on their own. He assured
them that they would be getting food regularly and asked them not to risk their lives. But the
three children insisted and convinced him finally. Bhimanayak gave them his dogs and

horses for hunting and asked them to be careful.

After dwelling in the forest for a few days, they did not get any bait to hunt. They
eventually got lost in the forest and forgot the way back to thanda . Accidently, they reached
their sister’s hometown known as Ilevantha paalya. After reaching the town, they sat near
the well which was situated in the middle of town. Seeing three strange children, people
enquired their whereabouts. Som Rao replied that they were the children of Nagendra Rao,
who was the son of Bandebaje Rao. The children asked the farmers to show them the way to
Ilevantha paalya. The farmers informed them that they had already reached Ilevantha paalya

town and who they wanted to meet.

After knowing from villagers that they have already reached Illevantha paalya, the

children told the farmers they wanted to meet their elder sister’s husband Buranasab. The
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people said to them that the palace was near and their sister gave birth to a baby girl nine
days ago. But the children asked them to inform their sister that her three brothers had come
to her city and they were waiting near the well. The farmers informed Rukumbai regarding
the arrival of her brothers and their sad plight. Hearing this, Rukumbai took the newborn
baby, Anthubai and left the palace immediately to meet her brothers without thinking about
her health. When she met her brothers and listened to the unfortunate events that had
happened in the family, she hugged her brothers in pain. The brothers explained to her how
they were cheated by their uncle Siddappa Rao who took away all their wealth. Rukumbai
invited them to her palace, but her brothers were hesitant. They told her that only if her

husband Buransab invited them, they would come.

Rukumbai ordered the farmers to call Buransab at once from his court. After getting
the message, Buransab left the palace immediately and reached near the well. He asked her
why she had left the palace in such a weak health condition with the baby. The queen replied
that she wanted to meet her brothers desperately as they had no one else to depend upon. She
told him that she wouldn’t let them live like orphans anymore and it was her responsibility
to take care of them from then onwards. She told him that they were not ready to come to
the palace unless he invited them personally. Buransab was surprised to see the children in
such a weak health condition. When he enquired about their health, Som Rao narrated the
unfortunate events that had happened in their family and how their uncle mistreated them.
Buransab asked them why none of them informed them about their plight and invited them

to his palace.

Rukumbai took her brothers to the palace and made all the necessary arrangements for
them. They got fresh and had a sumptuous lunch at the palace and took rest. Buransab asked

the servants to tie the horses and dogs brought by the children in the stable. A few months
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passed and Rukumbeai started to train her brothers in administrative politics and warfare in
order to prepare them to become future kings. They obediently learnt the skills of warfare

politics and administration which were taught to them.

Meanwhile Siddappa Rao enquired about the children to his loyal servant Begari
Yellori. From him Siddappa Rao learnt that the children had gone to their sister’s place at
Ilevantha paalya. In order to confirm the news, he wrote a letter to Rukumbai telling that he
found out that the children were staying with her. He asked her to send them to him so that
he could give them proper training in administration and warfare to make them future kings
of the dynasty. He also added that he would find suitable brides for them too. However, she
replied to him that the children were not staying with her and she did not know anything
about them. Siddappa Rao was irritated by her reply and wrote to her that he had confirmed
the information that the children were staying with her and asked her to send them back. She

ignored the letter and he sent her more letters.

Rukumbai’s Revenge on her uncle Siddapa Rao and Som Rao’s Marriage

In his last letter, he mentioned that if she had sent her brothers to him, he would reward
her with anything she demanded. Rukumbai replied to him that if he was ready to give her
gold that weighed the weight of twelve elephants, then she would send them. Siddappa Rao
agreed to her demand and sent her the gold as per her demand. However, after receiving the
gold, Rukumbai wrote to him that she needed twenty-four bullock carts full of gold in order
to send her brothers. Siddappa Rao agreed to her second demand and sent her the gold.
Rukumbai was so clever that she made more and more demands and started to acquire his
wealth gradually. In six months, she acquired all the wealth, which Siddappa Rao had taken

away from them. Siddappa Rao understood her intention and wrote to Rukumbai and
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Buransab that if they were born in a royal family, they should act in a dignified manner and

send the children to him. Otherwise, they should be ready to face the consequences.

Without knowing the intention of his wife and her previous acts, Buransab read the
letter sent by Siddappa Rao. After reading the letter he got infuriated and immediately went
to talk to his wife. He asked her to send the children to their uncle immediately. She felt that
if the letter had been received in her hands, she would have torn it after reading. However,
she asked him to have a second thought before he acted. She told him that they were almost
like orphans and there was no one to look after them if they left the place. She suggested to
him that they could think of marrying off their daughter to Som Rao so that everyone could
lead a peaceful life in the palace together. She also added that her brother was good at
administration and warfare and that he was a suitable match for their daughter in every way.

Buransab listened to his wife’s words and felt that her decision was right.

Buransab decided to make all arrangements for the marriage and sent marriage
invitations to all the nearby villages. The grand wedding ceremony lasted for three days and
all the rituals were over on the sixteenth day. The whole kingdom gathered to see Anthubai
and Som Rao and there was a grand procession to see them off to Kouleshakote. Since
Rukumbai received a huge dowry from her father, she also gave the couple some valuable
gifts to start a good life in their kingdom. Som Rao thanked Buransab for all the favours he
had done for them. He was deeply indebted to him as he stood by him when he passed
through thick and thin. With his two brothers and wife, Som Rao left the kingdom and headed
towards Kouleshakote. At that point of time, Thanda Nayaks reached their kingdom and
asked for the horses and dogs which the children had taken earlier for hunting. But the
younger brother Simoji Rao refused to give the horses and dogs back to the Thanda Nayaks

and requested his sister to allow him to take those animals with him. Rukumabai asked the
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Thanda Nayaks the cost of the horses and dogs brought by her brothers to the palace. They
replied that they were so unique that the horses and dogs cost seventy lakhs and seven lakhs
respectively. They added that they were not ordinary animals; they were the animals that got
rigorous training in hunting. Rukumbai agreed to the price and happily sent her brothers and

daughter along with the animals; and blessed them.

Som Rao, his wife Anthubai and his two brothers started their journey; and walked for
360 miles in the forest. Hearing the noise of dogs and horses in the forest, the shepherds in
the surrounding settlement thought that dacoits had come to loot them. They ran and hid in
safer places to escape from the dacoits. However, the old woman Gollara Nagamma stayed
back in her hut. When Som Rao and others entered their settlement, she asked them who

they were and what had they come for.

Gollora Nagamma used to sell milk, curd and clarified butter to Nagendra Rao earlier
and in return he used to give her pots filled with gold, silver and diamond. She was very
affectionate with him as well. She collected a lot of wealth from Nagendra Rao by delivering

him milk products.

When everyone left the settlement, the old Nagamma deliberately stayed back to see
the strangers who had invaded their settlement. As she stopped them and questioned the
younger brother, Som Rao asked her how she dared to stop them as others ran from the place.
The elder brother calmed down his brother and told Nagamma that they were the grandsons
of Bandebaje Rao. The middle brother Feroji Rao informed Nagamma that their sister-in-
law was pregnant and asked her whether she could accommodate them in her hut till her
delivery. She agreed to their request and told them that she knew their grandfather and she
was so affectionate with their father. The brothers looked surprised and they decided to stay

there for a few days.
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Construction of New City Tilcherajya and Birth of Tulle Rao

The three brothers assured Nagamma that they would move from the house as soon as
Anthubai gave birth to a baby. Nagamma told them that there was no need to leave the place
as they could build a palace in front of her hut and live there peacefully. But the brothers
explained to her their financial condition and told her that they were short of money. Hearing
this, Nagamma told them that she would support them financially as she had saved and
hidden ninety lakh gold coins under the threshold. When the brothers were doubtful whether
the money was enough to build the palace, she pointed towards the bullock carts and told

them that she had hidden fifty lakh gold coins under them as well.

All the three brothers gathered and discussed whether the money would be enough to
build the palace. Suddenly, the younger brother Simoji Rao said to his elder brothers that
without asking the old woman, she showed them enough wealth. So he hoped that she might
have saved more somewhere else. Simoji Rao entered the hut and saw the old lady sleeping
on the bed. He walked softly and went near the hearth to heat some oil in the pan. After
heating the oil, he started to it drop by drop on her body in order to torture her physically and
tell the truth. In pain, the old lady shouted and asked him what he had wanted. He asked her
where she had hidden the rest of the wealth. She told him that she had already given them
all her wealth and she did not have anything more to give. Simoji Rao tortured her body once
again and in pain, she revealed the places in which she had hidden the rest of her wealth. He
dug the places mentioned by her and found out the hidden wealth. He told her that it was

their property that she had stolen from their father and they had complete right over it.

Nagamma showed them the location to build the palace and the brothers agreed to
build the palace at the auspicious spot. Before building the palace they fortified the place and

built a colony for people of all sections. After completion of the construction works, the
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eldest brother passed notices to all nearby villagers to come and stay at his place. He offered
them land and houses and in return they had to work in his fields and stay happily in his
kingdom. After reading the notice, the homeless people rushed to his kingdom and stayed

near his fort.

Meanwhile, he constructed a golden palace for his wife and brothers as well. After a
while, Anthubai gave birth to a baby boy and the three brothers were extremely happy. They
asked Nagamma to name the baby. Nagamma suggested to them to bring five Joshi brahmins
to make the horoscope of the child and name the child as well as the newly built city. Som
Rao went in search of them and brought them. The five Brahmins told them that since they
had built the palace on black soil, the kingdom should be named as Tilcherajya and the child
as Tulle Rao. With the newborn baby Anthubai and three brothers, along with Nagamma
entered the new palace. Nagamma died in a few days due to ill health and the three brothers

performed all rituals and made a tomb in her memory.

After building the palace, Som Rao fell in love with another woman Yellubai and, as
atoken of love, he offered her a house and they stayed together. Meanwhile, Anthubai waited
for her husband in the palace with the small baby in vain. Her heart was broken and deeply
hurt as he did not come to the palace to see her and the baby. Seeing the plight of Anthubai,
the two brothers decided to bring their elder brother back to the palace from the clutches of
Yellubai. After the successful attempt in bringing back the elder brother to the palace, they

started to lead a normal and happy life again.

Som Rao’s Death

On the other side, Siddappa Rao got the news of the kingdom Tilcherajya built by Som
Rao and started to feel insecure about his life. He feared that Som Rao and his brothers’

would come and take all his wealth; and destroy his family. Hence, he made plans to kill
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them. He hired some dacoits to kill them, but the dacoits refused to kill them as the brothers
were extremely good at warfare. Siddappa Rao threatened them by saying that if they did not
obey his orders, he would behead all of them. The dacoits got scared and they agreed to kill
them. He also offered them a huge reward if they fulfilled his wish. The dacoits made all the

preparations to enter the fort and execute their plans.

The dacoits and a sorcerer roamed around the fort to enter the city, but they could not
find a way as the only gate they could find was under constant surveillance. The dacoits
discussed that if the king saw them, they would be killed in no time so they should be careful.
They hid in the garbage box and managed to enter the kingdom successfully. Waiting for the
right opportunity to kill the king, they stayed in the garage for a long time. As all the ration
that they brought was about to get over, they asked the sorcerer Mahadev to apply his sorcery
in order to bring the king out of the palace. He started chanting hymns and threw lemon
towards the place of Som Rao as part of the ritual. However, it did not work and the dacoits
were scared whether they would get killed by Siddappa Rao. They asked Mahadev to make
an attempt once again. Sorcerer Mahadev made preparations to make one more attempt to
bring the king out of the palace and he assured the dacoits that they could kill him within

two days.

Meanwhile Som Rao was playing cards with Yellubai. He lost in all the games with
her. Noticing this, Yellubai felt that something was bothering Som Rao. She asked him what
had happened as it was unusual for him to lose the game. He replied that he did not know
the reason. She sensed a bad omen and she asked him not to go out that day. However, Som

Rao told her that nothing could destroy him and ignored it.

Mahadev’s black magic started working and he slowly took control over the mind of

Som Rao. Som Rao asked Yellubai to take care of his family after his death and stay calm in
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the house as he was about to leave the house. When she enquired where he was going, he
told her that he was going to meet Anthubai and his brothers. In the middle of his journey,
he met his two younger brothers Feroji Rao and Simoji Rao. They asked him where he was
going and he replied that after his death they should look after their sister-in-law well. He
also asked them to take care of each other too. The brothers cried in pain and asked him to
stop talking about his death. They added that they would be orphans without him. Som Rao
told them that he was going to the palace to meet Anthubai and asked them not to scold

Yellubai too.

He reached the palace and called for Anthubai. She was surprised to see him late at
night and told him that he could have stayed with Yellubai. Som Rao asked her to bring his
son Tulle Rao. After taking him in hands, he told him that he was like a tiger and would rule
his kingdom better than him. Anthubai doubted whether he had quarrelled with his brothers
or Yellubai as he had not behaved in such a manner before. He said that he wanted to go to
the restroom for a while and left the room. She felt that something was going room and
followed him with the baby. He said to her that he had killed hundreds of people in war and
nothing could destroy him. Seeing that she was following him with the baby, he asked her to

go back to the room and assured that he was all right.

Meanwhile, all the five dacoits talked to each other that this was the right time to kill
Som Rao and they would not get such an opportunity again. They got ready to execute their
plan. When Som Rao opened the door, all the five dacoits attacked him together. Som Rao
searched for his pocket knife that he used to carry every time with him. He realised that he
had left it at Yellubai’s home and regretted it. However, he beat everyone with all his might.
The dacoits sought the help of Mahadeva to weaken him with the help of sorcery. He made

him fall on the ground with the help of his black magic. The dacoits sat on Som Rao and
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started taking revenge. Since he was beating everyone mercilessly, they broke his leg first
and told him that they were going to kill him. Som Rao asked them who was behind them
and they told Siddappa Rao’s name. Hearing this, Som Rao offered them double the amount

offered by Siddappa Rao. He pleaded with them to spare his life as he had a wife and child.

The dacoits thought for a while. Four dacoits agreed to spare the life of Som Rao, but
the remaining dacoit could not agree with them as Som Rao beat him up badly. He asked
them how they could leave him alive after being beaten up terribly and he also reminded
them of their promise. Soon the other dacoits agreed to it and decided to kill him. They
beheaded him and took his head as proof to show Siddappa Rao. They laugh at his head, as
they felt victorious after killing the great king. They hoped that Siddappa Rao would reward
them with lots of gold and they could enjoy the rest of their lives lavishly. They left the

palace immediately.

After the death of Som Rao, his two brothers felt an intuition that something had
happened to their brother. They rushed to Yallubai’s house and asked about their brother.
She replied that he had gone to meet Anthubai at his palace. The brothers rushed to the palace
and knocked on the door to call Anthubai. Anthubai came out and opened the door. They
enquired about their brother and seeing the tension on their faces, she asked them what the
matter was. The brothers replied that they felt something bad was going to happen to their
brother and that was why they reached there in a hurry. Anthubai told them that she also felt
the same intuition. She told them that he had gone to the restroom a long time ago and he
had not come back yet. All of them soon rushed towards the restroom and the brothers found
their brother sitting there. Anthubai was worried that he was angry with her. They moved
towards him and tried to get him up. Suddenly, the tumbler kept in place of his head fell and

they were shocked to see his body without a head. After seeing his beheaded body, they cried
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in pain. The brothers checked the pocketknife, which he used to carry all the time with him.
They did not find it anywhere. They cursed Yellubai for taking away the knife from him.
They felt that he would have defended himself from the bandits if he had carried the knife
with him. Anthubai told the brothers that the people who had killed her husband had taken
away his head too, hence it was the responsibility of the brothers to find them, take revenge
and bring back his head so that his last rites could be done in a proper manner. The brothers
asked her how they could find out who had killed their brother and in which direction they
went. Anthubai replied that it was their duty to find them at any cost. Hence, they left the

kingdom with five hunter dogs in search of the people who had killed their brother.

After walking for a long time, they reached the forest. Meanwhile, the dacoits who
attacked Som Rao took shelter in the forest with his head. In fact, one of the dacoits was so
deeply injured that they could not continue their journey. They thought that since the family
would be in deep mourning over the death of the king, no one would follow them. Moreover,
they had travelled too far from the kingdom. They became carefree for some time, placed

Som Rao’s head over a dummy body and began to enjoy themselves by drinking palm wine.

Suddenly, they heard the noises of hunter dogs and horses. Then, they felt that they
might have mistaken the noise of a fox for dogs and they resumed their enjoyment. One of
the dacoits realised that Som Rao’s brothers were around and they had taken hunting dogs
and horses with them to chase them. He warned them that the dogs would kill them brutally
and asked everyone to hide somewhere in order to save their lives. After saying this, he ran
towards the cave. The other three ran and hid behind the bushes and the remaining one hid
near the pond. The dogs started to search for the dacoits with their sense of smell and finally
reached the place where they took shelter. The dogs found the dacoit who was hiding near

the pond, attacked him and dragged him towards Feroji Rao and Simoji Rao. The dogs killed
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him brutally in front of the brothers in the similar manner in which their brother was killed.
Afterwards, the dogs went in search of other dacoits and killed them one by one. The farmers
from nearby fields witnessed the incident and felt that the brothers did the right thing as such

a kind hearted king was killed brutally by the dacoits.

The brothers took their brother’s head and headed towards the palace. They informed
their sister-in-law that they had brought her husband’s head. Anthubai took the head from
the brothers and stitched it to his body. They performed the funeral rites of Som Rao
properly. They built a tomb in memory of their elder brother and came back to the palace in
deep sorrow. They asked their sister-in-law to remove the bangles and mangalsutra as their
brother Som Rao was no longer alive. Anthabai replied that she would not remove them until
she took revenge on the mastermind who planned her husband’s murder. Moreover, the
ornaments carried her husband’s memory. She added that they could not stay peacefully in
the palace until they took revenge on Siddappa Rao and she planned to kill him. She wrote
a letter to Sangshetty, asking him to come to Tilcherajya. After reading the letter, Sangshetty
left for Tilcherajya immediately. When he went to the palace he asked her where the brothers
were as he did not see them for a long time. She informed him regarding the death of Som
Rao and told him that only two brothers were left. Sangshetty was shocked to learn this and

he abused Siddappa Rao for cowardly acts.

Anthubai’s Revenge

Anthubai said that Sangshetty was like a father-in-law to her and everyone had deep
respect for him. Sangshetty assured that he would extend all the help to them and it was his
duty to stand by them during their misery. Anthubai said that she wanted to take revenge on
her husband’s death by killing Siddappa Rao. She told him that he had to go and work under

Siddappa Rao and make his kingdom weak from inside. At the right time, he had to inform
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them so that they would come and attack him. Sangshetty agreed to offer all the help to

implement the plan of Anthubai.

As per the plan, Sangshettywent to Dhadegaon to meet Siddappa Rao and explained
to him about his pathetic conditions at home and how his elder brother’s children had cheated
his family. He requested him to give him a job and shelter in his kingdom. Siddappa Rao
agreed to provide him the facilities and asked him to freshen up. Sangshetty started working
for Siddappa Rao. He assigned Sangshetty the duty to look after all financial matters of his

kingdom, as he was good at handling accounts and other affairs.

Slowly Sangshetty started to give away all the treasures of Siddappa Rao to the poor
people of Dhadegaon without his knowledge.While Siddappa Rao sat carefree, Sangshetty
distributed all his wealth to the people in a few months. One day, Siddappa Rao asked
Sangshetty if all his treasure was safe and he replied to him that he had filled up the treasure

room with firewood so that no one would get the idea about the treasure hidden behind it.

Sangshetty suggested to Siddappa Rao that they should go to Ramlingthreeta, a holy
place where all seven seas merge. If they went there, they would get the blessings of Lord
Shiva and he would become the richest and strongest king in the country. Initially, Siddappa
Rao did not agree to his suggestion. However, Sangshetty convinced him later and he decided
to go to Ramlingthreeta. All the villagers and seven thousand troops got ready to visit the
holy place. Siddappa Rao was accompanied by his wife Shyambai, his younger brother

Khande Rao and his wife Rambai for the pilgrimage towards Ramlingthreeta.

Sangshetty informed Anthubai about the departure of Siddappa Rao and his brother
Khande Rao and asked them to prepare their army for the battle. Anthubai approached Feroji

Rao and Simoji Rao and told them it was the right time to take revenge. The brothers were
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also waiting for the right opportunity and they got ready to fight to avenge their brother’s

death.

Siddappa Rao started from Dhadegaon while Anthubai and her army started to move
towards Siddappa Rao from Tilcherajya. Siddappa Rao was completely unaware of the
sudden attack on them by Anthubai’s army. Seeing the army rushing towards them he
ordered his army to turn back as he knew that he would be brutally killed by the attacking

army.

While the army turned back as per the instruction of Siddappa Rao, he was sitting on
an elephant and was unable to escape easily. Anthubai, who was riding the horse, chased
him. She stopped him and he saw the fire in her eyes out of revenge. Seeing it, he started to
shiver in front of her. She held his hair and pulled him down from the elephant. She made
him kneel down and asked him regarding the mistake made by her husband. He had not
harmed him in any manner and why had he sent the dacoits to kill him. She added that they

were leading a peaceful life and why he was doing injustice to the family constantly.

Even though he took away all the wealth from them, they did not follow him to take
revenge. She also asked for whom he was gathering all the wealth as he was not blessed with
a child. She asked how he could do such things to the children who belonged to the same
blood line. Siddappa Rao felt deep regret and he asked her in a trembling voice to spare his
life. He admitted that he had committed a mistake and begged for her mercy. In anger, she
raised the sword in order to cut his head. But she was stopped by her son who told her that
she shouldn’t kill such a bastard, he would behead the person who had killed his father and
waited for her permission. She gave him the permission to kill him and Tulle Rao killed
Siddappa Rao brutally. Anthubai also ordered to kill Khande Rao and throw the wives of

Siddappa Rao and Khande Rao into the sea. On the head of dead Siddappa Rao, Anthubai
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kept all her ornaments and said to Feroji Rao and Simoji Rao that her revenge was over and

she decided to surrender herself to the Lord.

Surrender of Anthubai Before Lord Shiva

They returned to their palace. Anthubai arranged the marriage for Feroji Rao and
Simoji Rao and ordered them to look after her son Tulle Rao as their own. She added that
they should not discriminate against him at any cost. Thereafter, there were no more wars
and fights and she asked everyone to stay happily in the kingdom. She prepared herself to
surrender before the Lord and jumped into the fire. Next day, the family collected the bones

and built a tomb next to Som Rao in memory of her. They all lived happily ever after.

3.4 Balagiri Raja Katha

The kingdom of Yamanandagiri Patna and its ruler, Yamanandagiri Raja, are the
subjects of this narrative. The monarch was a kind man who gave his subjects all kinds of
assistance without treating them differently based on their caste or social standing. However,
the main problem facing the monarch was that he had no heir; this is the central theme of the

tale. The stories start in the fabled town of Yamanandagiri Patna.

3.4.1 Themes and Characters

Greed and deceit form the major themes of Balagiri Raja Katha. The narrative starts
with the innocent wish of the king and queen for progeny. As the narrative progresses, the
selfishness of Mahibhuta Raja, the persistence of Balagiri Raja, and the deceitful nature of
Pollawwa are portrayed in detail. The narrative ends with eventual justice done to Balagiri

Raja and Padmarani.
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Major characters in the narrative are as follows:

Yamanandagiri Raja, the king of Yamanandagiri Patna.

Krishna Neelaveeni, the wife of Yamanandagiri Raja.

Balagiri Raja, the son of king Yamanadagiri Raja and queen Krishna Neelaveni.

Mabhibhuta Raja, the king of Balatijalu.

Padmarani, the daughter of Mahibhuta Raja and wife of Balagiri Raja.

Pollawwa, the deceitful woman who disguises as Padmarani.

3.4.2 Translation of Balagiri Raja Katha into English

The narrative opens with the description of Yamanandagiri Raja, who was the ruler of
a kingdom called Yamanandagiri Patna. His kingdom was known for prosperity and wealth,
and he was very kind to his people. He was married to Krishna Neelaveni, and the couple
was leading a peaceful and happy life. However, they were not blessed with a child, and the
king and queen were deeply upset about it. One day, the citizens of the kingdom asked the
king who would be the next to rule their kingdom. They told him that they wanted a ruler
who was kind and generous, like him. When the king heard this from his people, he realised
that he had to do something to improve the situation. When he discussed the issue with the
queen, Krishna Neelaveni, she suggested he go outside the kingdom and visit the sages and
saints who could bless them with a child. So Yamanandagiri Raja decided to go out of his
kingdom in search of a boon from the sages. He took a bath, ate some delectable food that
the queen had made, and then left the kingdom. Everyone in his kingdom conveyed their

wishes for the success of his mission.
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Fig. 3.10 Shankaramma narrating Yamanandagiri Raja’s greatness

The King and the Queen’s Journeys

The king set out on his journey and finally reached a thick forest, where he looked for
monasteries where saints and sages dwelled. Unfortunately, he could not find any such
hermitage. Further, he resumed his journey for another three hundred and sixty miles. On the
way, he gave water to plants and food to animals, and he took a rest. However, he still did
not find anyone worth blessing with a child. He was totally disappointed and planned to
return to his kingdom. When he reached his kingdom, everyone made inquiries regarding the
blessing. Soon, the message was to be conveyed to Queen Neelaveni. The king
Yamanandagiri Raja headed towards the palace to see his beloved wife Krishna Neelaveni
and deliver the sad news of his unsuccessful attempt to get the blessings of saints and sages

to have a successor for the throne. After entering the palace, Queen Krishna Neelaveni did
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not inquire about the king's journey; instead, she asked him to get fresh and wear ornaments.
Hoping that the king would bring good news to her, she seemed very joyful. The king
explained the situation to her in detail and asked her to forgive him as he failed to fulfil her
wish. He said, "I could not fulfil the dream of my citizens and yours of getting an heir for
this Yamanandagiri Patna kingdom. I think I am very unlucky, which is why God has cursed
us so that we could never have children in this life. Hence, we can forget the matter here".
However, the queen requested that the king give her a chance to pursue their dream. She was

not ready to give up hope completely. The king agreed with the queen and let her go.

The queen took a bath in cold water, ate food prepared by her mates, left all her
ornaments in her palace, and instructed her mates to look after her husband until she returned.
Queen Krishna Neelaveni started her journey, and everyone wished her a successful journey.
She entered the huge forest, where she fed the animals and birds. She also fed the ants sugar.
She went in search of a hermitage or monastery in vain. The days passed, and she failed to
find even a single hermitage inside the forest. Without losing her spirit, she continued her
mission. Finally, she saw a huge mountain and thought of climbing it in the hope of finding
a sage. She reached the top and found a temple in a ruined state. She rushed to the temple to
find someone who could give her the blessing. Lots of grass and dry leaves were scattered
inside the temple, and the deity of the temple was Lord Shiva. The queen Krishna Neelaveni
decided to clean the temple and started to worship Lord Shiva. But Lord Shiva did not bless
her with a child. After a few days, she decided to do a rigorous meditation to please Lord
Shiva. As part of it, she climbed a pillar (Garuda Sthambha), which was in front of the
temple. She started meditating by turning her body upside down in Shirshaasan from the top
of the pillar. After a few hours, the blood from her toe started to flow down to her head and

come out of her mouth.
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While the queen was doing this rigorous meditation, Parvati, the wife of Lord Shiva,
was watching this from Kailasa (Lord Shiva’s abode) and asked Lord Shiva why she was
doing such a rigorous meditation to please you. Lord Shiva replies to her that she was from
a wealthy and prosperous kingdom; however, she was not fortunate to carry a child in her
womb. He added that she was doing such deadly tapasya in hope of getting blessed with a
child. Hearing this, Parvati requested that Lord Shiva go and bless her with a baby boy. She
could not bear the painful sight, and she knew the joy of having children. Lord Shiva agreed
to the request of his wife Parvati and came down from the Kailasa to earth, disguised as an
old sage. When the old sage entered the temple complex, he asked for alms from the queen
Krishna Neelaveni. The Queen looked down from Garuda Sthupa and replied that she could
not give it at that point in time. She added that if he could climb the seven-story grand pillar,

then she could give him a gold chain, which was tied to her neck.

But the sage replied that he couldn’t climb the pillar because he was old. The queen
replied that it was impossible to come down as she was doing a meditation to get children.
The sage replied that he was ready to fulfil whatever wishes she had if she came down from
the pillar. The queen, Krishna Neelaveni, agreed to come down the pillar and asked the old
sage to fulfil her wish. Suddenly, the sage took a flower from his head and gave it to the
queen. He told her that if she had taken the flower with her to the palace, she would be
blessed with a baby. In excitement, the queen asked him whether it was a baby boy or girl,
and he replied that it was a baby boy. However, he added that the boy would stay with them
only for twelve years, and then he would leave the kingdom in search of a girl. The queen
felt sad and asked the sage why such misfortune was awaiting her. All those years, she was
craving strongly for a child, and if such an unfortunate thing had happened in her life, it was

unfair. The sage replied that it was for the betterment of her and her kingdom, and there was
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no need to get upset. The old sage suggested the name for the baby boy as Balagiri Raja, and

the queen accepted it.

When the queen Krishna Neelaveni returned to the kingdom with the flower and
blessings she got from the sage, it started to rain heavily. The wind also blew strongly. The
King was surprised and asked the ministers whether any enemies had attacked their kingdom.
They replied that it was a gesture of the rain God to welcome his beloved wife Krishna
Neelaveni. By hearing this the king Yamanandagiri Raja came out of his royal court with his
courtiers and ministers to welcome the queen of the kingdom, for her success of getting the
boon from Lord Shiva, who disguised himself as sage and gave her the boon. The queen
entered the palace with a heart filled with joy and informed the king that they were blessed
with a baby boy soon. She told him that they would have a successor soon and the king felt

extremely happy and proud of his wife.

Balagiri Raja’s Childhood and Education

The queen kept the flower given to her by the sage in a golden bowl. After that, she
went to take a bath and have some food; and consumed that flower as well. The flower,
which she got, was not an ordinary flower; it was a heavenly flower that had magical powers
by which children were born within nine hours instead of nine months. So Krishna Neelaveni
felt the delivery pain in nine hours and gave birth to a baby boy. During the delivery time
there was heavy rain for three hours. The king enquired about this to his subordinates and he
came to know that his queen Krishna Neelaveni had given birth to a baby boy. The king got
up from the court and went to look at his wife and the newborn child for the first time. After
that he came back to his court and ordered his subordinates to call for five Joshi Brahmins.
The Brahmins came to his court, saw the horoscope of the child, and informed the king that

his son would stay with him for only twelve years and then he would leave the palace in
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search of a girl. By listening to this, the king was shocked and told the Brahmins whether
there was any possible remedy to stop him. However, they told him that he had to accept his
fate and there was no other way. The king agreed and asked them to suggest a name. The

Brahmins suggested the name Balagiri Raja to the newly born prince.

Then the king offered gold and silver coins to the five brahmins and thanked them for
naming his child. After a few days, the king and queen conducted a five day ceremony
(Aideshi - a ceremony conducted for newborn babies) for the newborn baby. Moreover, five
married women put the baby in a cradle by singing songs. The king asked the queen to look
after the baby and left for the royal court. The queen cared for the baby more than her life.
She never left him alone outside or inside the palace as she was scared whether he might

leave her soon and go. The king and queen put many ornaments on the kid Balagiri Raja.

At the age of seven when Balagiri Raja watched other kids going to school from his
window, he enquired where they were going. When he asked the queen why he was not sent
to school for acquiring knowledge, she told him that since he was a prince, he could not
mingle with the children of laymen freely. However, she assured him that if he wanted to
learn, she would inform his father. She ordered her maid to go to the royal court and tell the
king Yamanandagiri Raja that the queen had requested him to come to the palace as she
wanted to discuss some matter regarding their son. The king immediately left the royal court
and visited the queen. She told him that their son wanted to go to school and play with other
kids. The king considered his son’s request and decided to send him to school. He asked his
subordinates to make all proper arrangements for his son to study at the local school and told
them that his security should also be given top priority as well. The king went to school to
admit his son and told the teacher that the prince should be taught well so that no one should

be better than him in any sort of knowledge. The teacher agreed to the order of the king.
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The teacher asked the prince to offer prayer to the goddess Sarswathi as she was the goddess
of knowledge. The prince Balagiri Raja followed the instructions of his teacher. Later the
teacher asked Balagiri Raja to write “Om” letter first on the slate; but the prince hesitated to
write “Om” letter and said, “I have not joined the school to write Om on the slate. I know all
these things; so give me Ramayana and Mahabharata texts, I want to read those first”. The
teacher was astonished by his demand and said, “First you read what I ask you to. Those texts
are not for your age group and hence you will not understand anything in it; to understand it,
you require a lot of knowledge". But the prince did not agree with the teacher. The prince said
that he could read it well and insisted on providing him with those texts. Finally, the prince
was given the sacred texts as per his interest. To the surprise of the teacher, the prince finished

reading those texts in nine hours.

The teacher was shocked and enthralled by his sharp memory and grasping power. He
asked his teacher if he had read well and his pronunciation was up to the mark. The teacher
congratulated him for reading them better than him. Then the prince asked permission to leave
the school and the teacher said if he had left the school, the king would not reward him what
he had promised. Then, the prince asked him to go along with the royal court and he would
ask his father to keep his promise. The prince said to Yamanandagiri Raja that he had
completed his course at the school and hence kindly rewarded the teacher with what he had
promised. The king immediately asked him how he could complete the course in a few hours
and asked him to recite the slokas of Ramayana and Mahabharatha. The prince started reading
out Ramayana without any pause and any mistakes. He completed the whole Ramayana and
everyone praised him for his sharp intellect. Seeing this, the king awarded the teacher. The
prince asked permission from his father to leave the court and see his mother. The mother
asked her why he had come early from the Gurukul. The prince replied that he had finished

all his courses and nothing was left to learn in the Gurukul. Then he expressed his wish to
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learn wrestling to his mother. The queen ordered a famous wrestler of Bellary the Jatti

Pehalwans (wrestler) to come and teach the prince Balagiri Raja wrestling.

Next day the wrestler arrived at Yamanandagiri Patna to teach wrestling to Balagiri
Raja. The wrestler laughed at him at first sight by saying how would such a small boy learn
wrestling. But when he entered the ring, the prince defeated him as well as a few other
wrestlers. He killed twelve wrestlers in his fight. He went to the palace to inform them of
what he had done in the akahada (the wrestling ground). He said that he had killed all the
twelve wrestlers, who came to teach him wrestling. The mother was extremely surprised.

After a few days, the prince turned twelve.

Balagiri Raja’s Journey to Balatijalu

Meanwhile on the other side of the story, a king, Mahibhuta Raja was ruling a kingdom
called Balatijalu with his queen Suryavathi. The king and queen had a daughter called
Padmarani. When princess Padmarani attained the age of marriage, the king kept his
daughter in his palace, which was seven stories high with security that even an ant or fly
could not enter her palace. Padmarani had a strange habit of sleeping for three months and
then being awake for three months. After a few months, the king, queen and his seven
brothers decided to marry off Padmarani to some great warrior king. So they sent messages
to the entire nearby kingdom so that the princes from surrounding kingdoms could come and
try their luck at getting married to his daughter. However, the king Mahibhuta Raja set many
challenges to the princes who came to marry Padmarani. They were supposed to enter the
palace which was arranged with high security. Without harming themselves, they should
enter the automated armoury setup and bring Padmarani out of it. Those who were able to
do this were eligible to marry his daughter Padmarani. None of the princes was able to enter

into that armoury and all of them returned to their kingdom. Then the ministers of Mahibuta
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Raja informed him that the prince of Yamanandagiri Patna was a great warrior and his fame
spread across the world. They suggested that he write a letter to the king. The king sent the

invitation letter to the king along with the sketch of his daughter Padmarani.

Unfortunately, the letter reached the hands of Balagiri Raja, who was coming back
from the Gurukul (a place of learning). When he saw the sketch of Padmarani, he fell in love
with her beauty and her looks. He read the invitation letter, accepted the challenge, and
decided to go to Balatijalu kingdom to get Padmarani as his queen. He went to the queen's
palace with the letter and sketch of Padmarani and showed them to his mother Krishna
Neelaveni. When she read the letter she said to him that she would bring angels from heaven
for him if he wanted, but never leave the kingdom in search of a girl. But the prince refused
to listen to his mother’s words and told her that he would only marry Padmarani. Then the
queen asked him to wait for some time and discuss the matter with his father. Let your father
come and we all will decide this matter she says to Balagiri Raja. The queen asked her maid
to inform the king that it was the time for the prince to leave the palace. The maid rushed to
the royal court where the king was discussing important issues of the kingdom with his
ministers. The maid interrupted in the middle of their talk and asked to excuse her. She
passed the message of the queen. By listening to it the king sent a message to Balagiri Raja
telling that if he wanted to go there, he had to come to the court and keep his request before
the court and then he would think about it. The maid rushed back to the queen's palace and

informed the queen and Balagiri Raja about the message sent by the king.

Balagiri Raja went to the court and told the king that he wanted to go to the Balatijalu
kingdom to bring the princess Padmarani. But the king forbade him by saying that he would
arrange the most beautiful girl from heaven for him and he could marry her. But Balagiri

Raja replied that he had fallen in deep love with Padmarani and he would marry her only.
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Then the king Yamanandagiri Raja put forth a condition before his son that if he failed to
bring Padmarani to his kingdom as his daughter-in-law, he would be beheaded and his head
would be put up on the entrance gate of his kingdom. Balagiri Raja accepted the challenge
given by his father and went back to the palace to take the blessings of his mother Krishna

Neelaveni.

The king also came to the palace and ordered his wife Krishna Neelaveni to not bathe
him and give proper food. He asked her to let him go. He told her that when he turned a deaf
ear to their request, he was supposed to suffer and understand the pain of the parents. But the
mother’s heart could not listen to the order of the king; she went to the kitchen and prepared
Ghodi roti (wheat bread), rolled sugar in it, kept it in the books of Ramayana and gave it to
Balagiri Raja. Balagiri Raja refused to take it. But the queen said that if he left the Ramayana
in the palace, she would cry in remembrance of her son. Balagiri Raja agreed and left the
palace for the journey towards the Balatijalu kingdom with his swords and Ramayana in

hand.

After travelling twelve miles from the palace, Parvati and Lord Shiva watched Balagiri
Raja and passed comments that he was so arrogant and did not listen to his parents’ words.
Parvati said to Lord Shiva that he had already started his journey to bring Padmarani and he
was the one whom he had gifted to Krishna Neelaveni. Lord Shiva asked Parvati what could
be done in the situation. She replied that he was the God of Gods and he could do everything.
She told him that he could send him back if he was scared of his magical tricks. Listening to
Parvati’s request, Lord Shiva tried some of the tricks to scare Balagiri Raja. When Balagiri
Raja got tired and stopped to take rest under the banyan tree, he sank into deep sleep. Seeing

this, Lord Shiva realises that it was the right time for teaching Balagiri Raja a good lesson
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so that he could go back to his parents. So he sent ten thousand big ants. The ants started to

bite him badly due to which Balagiri Raja woke up from his deep sleep.

He found that the ants had surrounded him to eat him off. He started to run from them
and stood on the top of a big stone to realise that the ants were still following him. He took
notice of the Ramayana in his hand and was about to throw it. He noticed the wheat bread
and sugar kept by his mother inside the book and decided to feed the ants with them. He
threw them at the ants and tried to run away from the place. After a few miles, he reached
the riverbanks of Ganga. Ganga pulled back all the water as per the direction given by Lord
Shiva. When Balagiri Raja reached near the bank of Ganga, all the living animals of river
Ganga asked him whether he could request Ganga to release the water by which they could
survive. Balagiri Raja requested Ganga to release the water into the riverbed and asked why
she was unnecessarily killing all the animals which were solely dependent on her. Ganga
accepted his request and released water into the river. Meanwhile Balgiri Raja took rest on
the bank of the river. When he woke up, he saw the rivers - Ganga, Tunga, Bhadra and so
on; and all the seven rivers were flowing with full throttle. He thought how he could cross
the rivers which were flowing rigorously. However, he decided that he would not change his
mind at any cost. He would succeed in bringing Padmarani despite the dangers awaiting him.
He started to swim with full determination and reached the other side of the river. He
successfully crossed the seven rivers and continued his journey towards the Balatijalu
kingdom. Meanwhile Lord Shiva and Parvati said in unison that they could not make him

change his mind and return to his kingdom. Let him die in Balatijalu, Shiva said.

After walking for three hundred and sixty miles, Balagiri Raja felt thirsty. He felt like
he was dying and suddenly collapsed in front of Nagamma’s house. Both Nagamma and her

husband were blind. Her husband stitched leaf plates for the king Mahibhuta Raja of the
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Balatijalu kingdom. This blind couple did not have any children and Balagiri Raja fell in
front of these blind people’s hut. Nagamma’s husband shouted from outside and called his
wife to find out what had happened in front of their house. Nagamma found out that it was a
young boy who fell unconscious in front of their house. Her husband warned her that he was
a stranger, and they should kill him soon. She scolded her husband and waited for him to
wake up. After some time, Balagiri Raja gained consciousness and asked Nagamma to fetch
him some water. Nagamma went inside the house to bring water. However, she thought that
just water was not enough to sustain his health. Hence she rushed to the queen’s palace to
get buttermilk and told the queen that it was for her husband who was suffering from

dysentery.

The queen Suryavati was convinced and she gave her a pot full of buttermilk. Soon,
Nagamma mixed the buttermilk with water and made Balagiri Raja drink two pots of
buttermilk. He felt energetic and refreshed after having it and began talking to them.
Nagamma enquired about his whereabouts and he replied that he was from Yamanandagiri
Patna and he was the son of Yamanandagiri Raja and Krishna Neelaveni. Moreover, he
wanted to go to the Balatijalu kingdom to marry the princess Padmarani. He said to
Nagamma that she was like his mother as she saved his life and he was graceful and indebted
to her. Listening to this, Nagamma said it was not possible to win Padmarani as many kings
had come earlier and went back with empty hands. Hence she suggested to him to return to
his kingdom soon. Balagiri Raja told her that he had refused to listen even to his parents’
words and accepted the challenge. He strongly wanted to go to Balatijalu kingdom, win
Padmarani, marry her and take her to his kingdom. He had promised his father that he would
bring Padmarani as his daughter- in- law. He requested Nagamma to show the way to
Balatijalu. Nagamma showed him the right directions to reach the palace. She sent him

happily and wished him all success.
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Challenges set by Mahibhuta Raja

When Balagiri Raja entered the court of Mahibhuta Raja, he explained his purpose
politely. The king was surprised to see the young boy. He enquired the whereabouts of the
boy and made it clear that he had to go through tough phases to win the contest and marry his
daughter. Balagiri Raja replied to the king that he was from Yamanandagiri Patna and he was
the son of Yamanandagiri Raja and Krishna Neelaveni. He asked the king not to worry about
his age and looks. He would accept the challenges and prove that he was eligible to marry his
daughter. Then the king said that they belonged to the great Maratha dynasty and their
challenges were not as easy as he thought. Many kings had come and accepted the failures
and he would return as one among them. Then Balagiri Raja requested him to give a chance

to prove his worth. Mahibhutitraja accepted his request and put forth his first challenge.

He asked Balagiri Raja to go into the battlefield and fight with his troop of seven
thousand elephants. If he had won, then he would consider whether he should give his
daughter to him. Balagiri Raja accepted the challenge and asked the king to show the
battlefield where his troops of elephants were waiting. The king ordered his soldiers to show
him the arena where he had to fight. Balagiri Raja entered the battlefield and bravely looked
at the troop of 7000 elephants. He took out his golden sword, started to fight with elephants
for nine hours, and killed all the elephants. He returned to king Mahibhuta Raja’s court and
informed them that he had killed them and won the contest. He asked for his daughter as he

had successfully passed the contest.

The king replied to him that there were still many challenges left for him. In the next
level he had to kill seven thousand camels and he successfully won the second level too.
Being victorious, he asked for his daughter again. However, the king replied to him that the

challenges were not over yet. The king set up another contest to fight with his seven thousand
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troops of hunting dogs which were specially trained to kill human beings. They were very
ferocious and thirsty for human blood. Balagiri Raja accepted the challenge and went to the
battlefield to fight with the hunting dogs. Meanwhile, Mahabhuti Raja told his dogs that the
kid Balagiri Raja had challenged his reputation. Over the years, he had fed them with all
kinds of animal flesh and trained them very rigorously and then it was their turn to pay him
back. The king fed the dogs with lemon in order to sharpen their teeth and make them crave
for human flesh. Balagiri Raja watched the ferocious dogs in front of him and gave a second
thought whether he could defeat those dogs or not. But he entered the battlefield bravely and

killed all the dogs. He informed the king that he had passed the third level too.

The king replied that there was one more challenge left for him to prove his strength.
He had to cut seven thousand trees from a farm near the palace. He accepted the challenge
and went to the farm. Meanwhile, the people in the kingdom were whispering why the king
was hesitant to give his daughter after he had proved enough. They thought that cutting down
trees was an unnecessary challenge as the trees were providing plenty of fruits and wood for
the people. However, Balagiri Raja finished chopping down the trees in nine hours and
informed the king. The king asked him if he had any more work to do and he replied to him
that his only job left was to marry his daughter. He left his kingdom and parents for the sole
purpose of marrying her. He reminded him that he had come there in accordance with his
invitation and he had proved his worth. Now it was time for him to keep his promise. The
king replied that he had set one more challenge for him to assure his worth. He added that it
was tougher than the previous challenges. He asked him to fight with his six mighty brothers

and their army. Balagiri Raja accepted the final challenge too.

The king writes letters to his six brothers stating that boy named Balagiri Raja has

come and he has overcome all my challenges and now he wants Padmarani as his reward, as
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you all know Padmarani is only one daughter for me and for you all so please come to save
Padmarani from Balagiri Raja. They started their journey immediately to their brother’s
kingdom Balatijalu with a huge army. They gathered the army of fourteen thousand on the
battlefield. When the King Mahibhuta Raja comes to know this, he says to Balagiri Raja that
there is an army of fourteen thousand, which is waiting to kill you in the battle. Balagiri Raja
says to the king let us see who will kill whom. This time you and your queen personally
come to the battlefield and watch Balagiri Raja. Now the army of fourteen thousand is
waiting for him to fight. Balagiri Raja looks towards the army and prays to Lord Shiva.
Please help me to win this battle as I am your gifted son, so please bless me. And he prays
to his parents that their blessings are also required to win the battle to fulfil his words that he
gave to his father that he bring Padmarani as his daughter-in-law. Lord Shiva blesses him
with the garland of flowers from Kailasa, Balagiri Raja wears the garland enters into the
battlefield, fights ferociously, kills all the army, and beheads the king Mahibhuta Raja’s six

brothers as well.
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Fig. 3.11. Narration of Balagiri Raja’s bravery in the battle field
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When King Mahibhuta Raja and his queen watch the beheading, they run away from
there and hide in the palace bathroom. After winning the battle, Balagiri Raja comes to the
court and he looks for the king but he is not present in the court. The courtier was also not
there but Balagiri Raja hears some whispering noise, he goes there and finds three old
courtiers. He asks them where their king is, they replied that you might have killed him
because you took him to the battlefield. Balagiri Raja replies that he has not killed the king
and queen. He has killed all his brothers and their army. Now you three old courtiers don’t
make me use my golden sword to kill you. Tell me the truth, where is your king and queen
hiding? Old courtiers say that the king and queen locked them somewhere in the palace that
they also don’t know. Balagiri Raja searches the palace completely but he will not find the

king and queen. For one week, he sits in the palace waiting for the king.

Nevertheless, the king doesn’t appear. Seeing this, the women of the kingdom
approach Balagiri Raja and request him to go back to his kingdom. We are giving you an
elderly suggestion then after it is up to you, they say. Balagiri Raja accepts the suggestion
given by the elders of the kingdom and moves from the palace. But somewhere in his mind
he was thinking that if he goes back to his home without Padmarani then his father will cut
his head and hang it to the main entrance gate of the city. By listening to this the elder people
and the ministers suggest that he forget about that. We will gather flowers from the garden
and make a beautiful garland and put the garland on your sword and neck and say think that
this sword is your wife. You can show this to your father that you have overcome all the
challenges which the king Mahibhuta Raja gave and you defeated all his army and beheaded
his brothers. By this he will come to know that you are a great warrior, but king Mahibhuta
Raja didn’t keep his promise. By listening to the words of the people and ministers, Balagiri
Raja agrees. Then everyone honours him by garlanding him and his sword, takes his

procession across the kingdom and sees him off.
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Balagiri Raja’s Death and Resurrection

Balagiri Raja after travelling far long towards his kingdom he feels tired and decides
to take rest he sits down under the banyan tree and thinks how can I go empty handed to my
home, my father has already warned me that if I come without Padmarani then he will kill
me. So it's better to stay here only and some or the other day the king Mahibhuta Raja has to
come out of his palace, then I can go and ask him to give his daughter Padmarani to me. So

he stays on that tree by making some arrangements.

Meanwhile on the other side another story is about the king Mahibhuta Raja and his
queen who were hiding in the secret tunnel in the palace for eight days. On the ninth day
inside the secret chamber, where the king and queen were hiding they were having only
Banana leaf plates, which both husband and wife used to use turn by turn. But that leaf plate
gets broken, the queen says to the king that the leaves plates are over, how can they eat, so
please arrange for the plates she asks. Then the king starts to scold Nagamma by saying that
neither the marwadi is coming to give us the required supplies nor is this old woman
Nagamma coming. At that time Nagamma was picking wood near the palace and hears that
someone is scolding her without any mistake of hers. She also scolds back and asks who is
that bastard scolding me , the king says oh my God this old lady is here only just like the
devil she has appeared. Then king requests Nagamma not to shout louder, because Balagiri
Raja might be here only if he comes to know about me then he will come and kill me, so I
request you to not shout. Then Nagamma says ok you're hiding here, that boy has already
left your kingdom. Then the king asks are you telling the truth or a lie he asks, then Nagamma
says I’m telling the truth. Then he asks the people to clean the court. Then he asks to send
some plates because now we don’t have any plates to eat food. Nagamma agrees to bring the

plates and leaves to her home.
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Fig. 3.12 Shakaramma narrating Mahibhuta Raja and his queen’s predicament in eating

After that she gets ready to bring the leaf to weave the plate, then Nagamma’s blind
husband Erranna asks her where she is going, then she replies that king wants leaf plate, so
going to bring them because now there are no trees left in the kingdom so I have to go very
far to collect the leafs. Then Erranna says why you will go so far. There is a big tree near the
gate of the kingdom so go there and bring the leaves. I'll weave them and you go and give it
to the king. When Nagamma goes to collect the leaves for making plates, Balagiri Raja sees
her and recognizes her and helps her in her work and asks her to take him to the palace so

that he can meet Padmarani.

Nagamma agrees to take him with her to the palace when she goes to deliver the plates.
When he sees Padmarani he tries to approach her, but unfortunately he is unaware of the
mechanised armoury set up near her bed due to which Balagiri Raja’s hands, legs and head
get cut off and his head falls on the lap of sleeping Padmarani. She wakes up and collects all

the body parts and goes to the royal court in front of her father and asks him to marry the
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dead body of Balagiri Raja. Mahibhuta Raja gets annoyed by the daughter's arguments and

asks her to leave the palace.

In the pain of husband death Padmarani leaves the palace as an ordinary woman, by
leaving back all the luxuries of life. As she was carrying her husband's dead body on her
head in a basket, she felt thirsty and went to a nearby pond to quench her thirst, by seeing
her love and dedication Lord Shiva give life to the dead Balagiri Raja and make him alive.
When Padmarani comes back from the pound Balagiri Raja says that he is her husband, in
anger Padmarani says how is that possible my husband is dead, and says don’t fool me. To
console them both goddess Parvathi comes and tells her that Lord Shiva has given life to
Balagiri Raja, he is her husband only, and once again they are married with the blessings

from Gods and Goddesses.

Pollawwa’s Deceit and Eventual Justice

After marriage, the newly married couple starts their journey towards Yamanandagiri
Patna. When they were a few miles away from Yamanandagiri Patna, Balagiri Raja felt
thirsty and asked his wife to get some water from the nearby well which is given by his
grandfathers to Lachhamanna. Near that well Pollawwa was washing clothes, Pollawwa asks
Padmarani who she is and Padmarani reveals all her story to Pollawwa. By taking advantage
of the situation Pollawwa pushes Padmarani into the well and goes to Balagiri Raja and says
that her beauty was stolen by the devil inside the well and gave her this body and face to her.
Balagiri Raja won’t believe her but she tells her all the incidents which happened with him
at Balatijalu then Balagiri Raja agrees and takes her with him and makes arrangements for
her staying in the village. The king Yamanandagiri Raja comes to know about his son staying
in the town with his wife, he sends a message to his son to come to the palace with his wife

and stay with him.
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Balagiri Raja everyday brings flowers for his wife Padmarani (who actually is
Pollawwa). Seeing this injustice Lord Shiva sends Vishwamitra to cut her hair knot.. By this
incident, Pollawwa realises that Padmarani is still alive. She plans to kill her by telling a fake
story about her dream of the devil which took her beauty and has said to her that she is going
to kill her husband and her father-in-law. She tells her husband that before that devil does

something you should send your men and kill that devil at any cost.

By listening to his wife's story Balagiri Raja sends his men to the garden of
Lachhamanna, to arrest Padmarani and bring her to town. Pollawwa sees that Padmarani was
arrested and the guards are bringing her to the town. Then Pollawwa thinks that if Padmarani
comes to the town then she will cause trouble so she sends another guard by giving a message
that Padmarani should be killed in forest and not brought to the town, as per the order the
guards kill Padmarani in the forest. After the death of Padmarani, her soul is converted into

two small parrots.

The king Yamanandagiri Raja orders his son that he wants to see his daughter-in-law,
the son agrees on his father's wish and comes out of his palace. At night he keeps
remembering his wife Padmarani and her beauty. In his dream Padmarani appears and says
how he can regain his beautiful wife again, so as per the instructions of the dream which he
saw, he goes into the forest to hunt but he can't find anything. So he thought to rest for a
while under a tree where those two parrots were sitting. By seeing Balagiri Raja the two
parrots start narrating his past story, how he fought battle with Mahibhuta Raja for winning
the hand of Padmarani, how he defeated the army of Mahibhuta Raja and his six brothers
and how he was given life by Lord Shiva and other incidents. Listening to the parrots he ask

them how you know such things about my life in detail, the parrots say that they are the soul
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of Padmarani and if he wants to get back his wife than he should put the two parrots in the

mud pots and put the pot on a raised platform of Nagamma, and return towards his home.

Meanwhile when Balagiri Raja was in the forest, his father sent his guards to bring his
daughter-in-law to his palace. Earlier the king has heard about the beauty of Padmarani, by
seeing Pollawwa in place of Padmarani he understands that she is not Padmarani. Seeing
such ugly woman, king Yamanandagiri Raja gets angry and goes to kill his son by taking a
sword. When he reaches his son Padmarani appears and explains everything to him after
listening to the story of Padmarani Yamanandagiri Raja accepts Padmarani as his daughter-
in-law, and orders his guards to arrest Pollawwa and gives the punishment of shaving her
head and makes her to take procession on donkey in the whole village and later on put her in

the burning fire.

After that the family gets reunited after some days Padmarani gets pregnant and this
matter comes to the knowledge of king Mahibhuta Raja and he couldn’t digest his daughter's
happiness and he plans to kill her by waging a war against Yamanandagiri Patna. When he
approaches Yamanandagiri Patna for fighting a battle, Padmarani gets herself disguised as
Balagiri Raja and enters into the battlefield to fight against her father. In the battlefield she

delivers a baby boy which later on kills his grandfather in war.

After that the boy is named Raktasura, Balagiri Raja and his wife Padmarani give all
the responsibilities of the kingdom to Raktasura and tell him that he should take care of the

kingdom and its people in a good way. By saying this they proceed towards Kailasa.

3.5 Kamboja Raja Katha

The story begins with the opening lines of Shamraja and his wife Pandevi and their

son Kamboja Raja who were ruling the city named Shahapur Patna. Shamraja was blessed
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with a good kingdom, wife, son, people of his kingdom, and all sorts of luxuries and a
peaceful life. Kamboja Raja was married to seven beautiful women. Kamboja Raja was
holding sixty villages under his control, which he got from his ancestor. Apart from that, he
had done lots of charity for needy people; he constructed homes for the homeless, provided
food for the hungry. He also arranged marriages for the poor and provided financial aids to
the newly married couple and he did charities to religious institutions. The king of Shahapur
Patna was known for his generosity to the neighbouring states. The people of neighbouring
states were also attracted towards the king of Shahapur Patna because of his philanthropic
work. Kamboja Raja was also a successful administrator and ruler like his father Shamraja.
Every citizen was very happy under his administration. Due to his charity and kind hearted
nature, the king has won the heart of his people in all manners. Still few people were
dissatisfied with the king for one thing. Among them, no one was willing to be ruled by him
due to the curse which will continue to all the generations of the family, the citizens also
thought that even this curse might fall on them as well due to this reason the people want to

boycott the king.

3.5.1 Themes and Characters

The major theme of this story deals with the curse which was given by a cow to the
entire lineage of the king that they will not have a child . The narrator tells the story within
the story in which she shuttles back and forth from first generation to second generation.
This story predominantly revolves around the second generation that is about Kamboja Raja
and his struggle and suffering for getting a child. He was suffering with no mistake of his
but due to his father's mistake of killing holy cow Gangamaili. His father Shamraja was

cursed by a pregnant cow. How the king tries to get rid of the curse from his life and ensuing
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course of problems form the major part of the narrative. Protagonist of the story is Kamboja

Raja and his seventh wife Siridevi.

Major characters in the narrative are as follows:

Shamraja, the king of Shahapur Patna

Pandevi, the wife of Shamraja

Kamboja Raja, the prince of Shahapur Patna

Siridevi, one of Kamboja Raja’s seven wives

Chitraguppi Rajakumararu, Kamboja Raja’s sons

Sharabandha Raja, Siridevi’s son

Shyamagandhi, Sharabanda Raja’s wife

3.5.2 Translation of Kamboja Raja Katha into English

The King’s Issue and its Resolution

Kamboja Raja was a successful administrator and ruler; like his father Shamraja.
Every citizen was happy under his administration. The king has done a lot of charity for
needy and to religious institutions, due to his charity and kind hearted nature the king has
won the heart of his people. But still there were few people who were dissatisfied with the
king for one matter. Among them no one was willing to get ruled by him due to that matter.
The ruler of Shahapur Patna was suffering from not having children, however this king's
barren state of mind disturbed him a lot. To resolve this issue the king Kamboja Raja has
done all possible things. He constructed homes for the homeless, provided food for the

hungry and he has also arranged marriages for the poor and provided financial aid to newly
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married couples. One fine day a citizen and a farmer came to the king and they expressed
their opinion about the king's barren issue, they said that they have been working under him
for many years, so it may affect their personal life and the barren issue may affect them in
future. So they don’t want to stay any more under his kingship in his kingdom and they
demand for their payment for the work which has been done by them in his kingdom. After
hearing that, the king Kamboja Raja requested his people to give him one last chance and
not leave the kingdom. Then the citizen suggested to him that, you must consult one of the
best fortune tellers of our kingdom and try to find out the reason and solution for this
situation. The king agreed to his people’s opinion and he called one of the best fortune tellers

to his palace to sort out the issue.

The fortune teller reveals that the issue is the result of one big mistake which had been
made by his father Shamraja. He said that king Shamraja had a field in which he had grown
all types of flowers and fruits. But he has put a lot of restrictions in the field, not allowing
anyone else to enter into his field and take away anything from his field. But there was a
pregnant cow named Gangamaili which was cared for by Lord Shiva and Parvathi.
Unknowingly it goes to king Shamraja’s field and eats the five leaves named Naagmalli
flower in absence of king Shamraja. One day, king Shamraja saw Gangamaili eating flowers
from his field. After seeing it, he got angry with that cow, so he loaded his gun and went into
the field and shot that pregnant cow. While dying, the cow cursed him by telling him, “You
had killed an innocent pregnant cow as well as her child. Therefore, you must know what is
the pain of a parent who lost their child so that you or your son will suffer from my curse”.
Like this, you got the curse from the sin, which your father had committed, said the fortune

teller.
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After knowing the fact about his barren issue, the king asked the fortune teller for the
solution. The fortune teller says that there is a way by which he can get out from this problem,
and then the fortune teller says that you and your seven wives should cultivate a field, you
all should dig a well from which the thirsty animals and birds can have water from it and
grow the flowers and fruits by which the hungry animals and birds should eat and in return
they should bless you for your service. After getting blessing from those animals and birds

your curse will automatically be lifted off.
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Fig. 3.13 Burrakatha performers narrating Kamboja Raja’s predicament

After knowing the reason and the solution of his barren issue king Kamboja Raja
decided to cultivate a field; came to his palace, and told his seven queens about the reason
and solution of the barren issue. All queens agree to king words and go with him to the field
and start digging well in the field using some help from others. After some days of digging,
they did not get any sort of result. So the other people wish to leave the field by taking their
salary from the king Kamboja Raja. He tries to convince them to work for a few more days

in the field, so that they will get the water in the well. They agree on the king's word and
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start the work again. After digging for a few more days in the field, their attempt failed. All
the workers get disappointed and they strongly demand for their salary and wish to go back
from the field. At that time king Kamboja Raja settled all people’s issues and allowed them

to go.

After that the digging work was started by king Kamboja Raja and his seven wives.
Six wives left the field by refusing to work and said we can’t leave our luxury life by doing
this labour work and you’re not the only person in this world who is not having a child, so
we are leaving the field if you want you can also come with us. Kamboja Raja felt broken
from inside, and he sat by thinking how he could complete the task without any help. At that
time his last wife Siridevi comes and consoles him that there is no need to worry about the
people who left you. I will stand with you in all your hardship, let us work together to finish
the task which you took up. By listening to Siridevi’s words king Kamboja Raja feels relaxed
from inside and once again king Kamboja Raja and his queen Siridevi started to work hard

together in the field.

They made their sweat and blood as one, to cultivate their field, and get rid of that
curse but still they did not get success. In disappointment, Siridevi and Kamboja Raja sat
near the compound of the well and prayed to God and questioned him that, what is their
mistake and why God is punishing them without their mistakes. Lord Shiva and Parvathi saw
the couple in pain, bless them from Kailash and feel pity on their situation. Therefore, Lord
Shiva clears the hurdles in digging the well and the well gets filled with water. After seeing

that water, the couple felt happy.

Kamboja Raja’s Garden and Boons to the Queens

King Kamboja Raja went to his palace and told all six queens that, in the well, they

have plenty of water, and now they can cultivate the land. He convinces all six queens to join
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for planting plants, so they can get rid of the curse. They cultivate the land together after that
king sends his servants to bring the seeds of different varieties. They started to sow the seeds
in the field. After a few days of sowing seeds, the king comes to check the field and the
condition of sown seeds. But when he comes to see, he is astonished because locusts have
eaten up all the seeds. However once again he asks a question to the Lord, “what is our

mistake and why are you punishing us without our mistakes”.

Once again, Lord Shiva clears the difficulties. After that only the seeds get grown and
the sweet fragrance of fruit and flowers spread all over the countryside. The fragrance
reaches the birds due to that, the birds get attracted towards the fragrance and start flying
toward the field of Kamboja Raja. All the birds started to stay in the field of the king and
enjoy the fruits, flowers and the water which was available in the garden. As a result of
having good fruits and flowers, all the birds lay their eggs and hatch their eggs in the garden
itself. The new born birds said to the parent bird, “that we should not stay in the garden of a
childless man because it may affect them also so they told their parents to fly away”. The
parent birds said, how can we leave the field where we got everything, including you, but
still the newborn birds insist their parents leave the garden. After a lot of arguments, the old

birds decide to leave the garden and start to fly away.

Before they fly, all the old birds tell Siridevi that they are leaving the field due to their
children's wishes. At that time Siridevi pleads to the flying bird that at least give me a bird
to whom I will look as my own child, I will take care of that bird as my son and daughter.
But the birds fly away and won’t consider Siridevi’s request. So the king and queen felt very

bad and they got disappointed, and they sat down and blamed God for their situation.

Lord Shiva who was observing all things, felt pity on the couple and their hard work

for making the field into a beautiful garden but still they didn’t get the outcome of their hard
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work. So that he called his servant and gave him six fruits and told to go down and give the
six fruits to six queens, so then Siridevi will also come and asks for fruit for herself but you
should say that there is no more fruits with them, if she reaches them first, she may get the
fruit. But it’s too late so they can’t give her fruit. Lord Shiva explained that if at that time
Siridevi abuses you, you should say that, “the six queens can give birth to a child but only
you will take care of the child”. After receiving the fruit and message from Lord Shiva, the
servant came down and called the queens for taking fruits by listening his words all the
queens starts to run toward his place and succeed in getting fruit by him, but Siridevi reaches
in last and asks for a fruit for herself from him but, the servant tells, as lord dictates him.
Siridevi says that if she did not get the fruit then her husband may ill-treat her and may stop
to take care of her, then the servant told her that he would go to her husband and explain the
situation and try to convince him. He goes to king Kamboja Raja and reveals what happened

with six queens and Siridevi in getting fruit.

After a few days of consuming the fruit given by Lord Shiva all six queens get
pregnant and deliver boy babies. During the birth of boy babies there are a lot of incidents
that took place in climate like, twister took place, lighting and thunderstorm occurred. Like
this way the new babies took birth. They all get named as Chitraguppi Rajakumararu. As the
messenger of God instructed the king Kamboja Raja that he should come to the palace and
take all the new born boy babies and give to Siridevi to raise them as her own sons. But
Siridevi refuses to look after the children by telling them that she will not do this because if
she does this, she and the king both may have to pay a huge price in future. But the king
won’t consider Siridevi’s argument and convince her to take care of six children. Due to the

force of her husband, Siridevi agreed to look after those children.
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Siridevi and Chitraguppi Rajakumararu, Her Punishment

Siridevi starts caring for those children as her own. She provides them with all sorts
of needs. She tries to fully fill each and every demand of Chitraguppi Rajakumararu and
never let them feel that they are growing under stepmother. Chitraguppi Rajakumararu are
also attached with Siridevi and they also consider Siridevi as their real mother. In that way
the days passed on. After a few years Siridevi started to send the children to school for their
bright future. One day while coming from the school the six children Chitraguppi

Rajakumararu were seen by their biological mothers, the six queens in the market.

After seeing their sons they get emotional and excited. They tried to talk with
Chitraguppi Rajakumararu, but the all six children refuse to talk with them by telling that
they are children thieves of Thandya, who came to steal them so they won’t talk with them
although they are not their real mother, their real mother is only Siridevi and she is in home
so let them go to home. But all the queens tried to convince them that they are their real
mothers but the children won’t listen to them and go to Siridevi. By seeing this all six mothers
think that after a few years only their children are not recognizing them, if this situation
continues, then the children will forget them completely. The children will not come back to
them in future. If we want our children back, we have to do something. They started a scheme

against Siridevi to get their children back from her.

All the six queens went to market and bought eatables and fruits for Chitraguppi
Rajakumararu and add a sedative medicine in the fruits and eatables, after that they move
towards the home of Siridevi and give the intoxicated fruits and eatables in the hand of
Siridevi and they said , “Give these eatable to our children and tell them that they have six

mother too”. After that they left the place and hid in the bushes.
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All the six children ate the eatables which were given by six queens and got unconscious.
By seeing that the six queens who were hiding in bushes came out and start crying and
shouting loudly on Siridevi by telling that she has killed their kids and they approach to the
king Kamboja Raja and appeal him that they gave their children to Siridevi to look after them
but instead of that she killed them so now it’s your duty as a king to punish Siridevi for her
crime, and request to king to give the custody of the children to them only. By listening to
all his six queens Kamboja Raja also gives the decision in favour of six queens. And he sent
his servants to Siridevi’s home to get her to his palace. The servants go to Siridevi’s home
and tell her that the king ordered them to bring her to the palace due to the complaint of six
queens regarding their children's killing. As Siridevi told Kamboja earlier that if she looks
after the children then she may pay the huge price in future so now that time has come. She

came to the king's palace office with the king's servants.

When Siridevi appears at the king's palace court, the king starts to abuse her for the
crime which was not done by her. Without asking her anything about the incident, the king
starts blaming her without any proof against her and also starts beating her. Seeing this,
elderly person intervenes in the matter and tells the king how he should punish a criminal for
his/her crime. He suggests that their head should be shaved and they should be made to sit
on a donkey and the procession should be taken all around the city and finally they should
be thrown in the burning fire. Before that he wanted to ask something to six queens and he
called the six queens and said. “He has doubts about them in this crime incident that the

crime may be committed by them”.

After listening to him, all the queens said that they didn’t do this and how could they
do like this with their own children, at that time the elderly tell them that if they are not guilty

then take off their saree and blouse in front of court to prove their innocence. After listening
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the elderly words all the six queen thinks that if they didn’t do as he said then the conspiracy
will come out which done by them and they will get punished instead of Siridevi, so it’s
better to take off our cloth to hide the conspiracy, and they ask to elderly that if they take off
their clothes in front of the court then will he give the custody of their children to them? The
elders agree to their words. And then all the six queens start to take off their clothes in front
of court. The elder realised that surely the incident was done by the six queens only for the
sake of their children and they made Siridevi as their scapegoat. He stopped them and asks
the same thing to Siridevi and tells that do the same thing in front of court but Siridevi refuses
the elder’s word by telling that the cloth which she wear these are the symbol of chaste
women and she won’t do to break the tradition instead of that she will accept the punishment.

After Siridevi's words the elder understood all the things.

Due to Siridevi words, the court declares her as guilty and declares punishment against
her. As per the order of the king, the soldier tied queen Siridevi on the bed with chains and
pierce the needles in her body and put a stone slab on her chest and hung that bed in the

middle of a wretched well and everyone goes back to the palace.

Sharabandha Raja’s Birth, The King’s Punishment

After leaving Siridevi in a wretched well the king sat sad in the palace and remembers
the moments which he spent with Siridevi with happiness and he also remembers the way

Siridevi cared about him and she is a more loving wife among other queens.

After a few days the intensity of Siridevi’s pain increased to maximum extent so she
was oozing the blood from every inch of her body. Seeing her situation goddess Parvathi
requests Lord Shiva to help poor Siridevi who is suffering in the pain without any mistake.
Lord Shiva comes in disguise near the well where Siridevi was kept and asks her to give the

alms. Siridevi replies she is not able to come out and give the alms so if he wants alms then
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come down and collect the alms from her. Lord Shiva comes and collects the alms from
Siridevi and he is impressed with her kindness so in return Lord Shiva wants to give her the
boon of child and heals her all wounds but queen Siridevi rejects the boon of Lord Shiva by
saying that “oh Lord Shiva, how can you give me the boon of child, when I’m not staying
with my husband. If I take this boon also no one in the society accepts me and my son, and
they will see me as a women of least character now you can see my condition is worse than
a beggar in this situation how can I take the responsibility of a kid and myself oh my Lord
Shiva, it’s your kind hearted nature that you are giving me the boon for my sake, but I cannot
accept it, please forgive me for rejecting your gift. But still Lord Shiva provides the boon of
child to queen Siridevi and disappears. As a result of that boon Siridevi gets pregnant and
delivers a baby boy. She tries to kill the baby by fearing the consequences, which she might

face from her husband and the society. But she won’t succeed in killing the child.

While trying to kill the baby Lord Shiva again appears in disguise as a young man and
asks Siridevi “Oh lady, what sort of mother are you, why are you killing an innocent child
without his mistake? Siridevi says, listen young man one old saint like you came and gave
me the fruit, after consuming it [ became pregnant, I won’t stay with my husband, what and
how should I answer him about this child and even I don’t have single penny to spend than
how can I look after this kid, that’s why I’m killing him. That young saint replies that, “Oh
lady, don't worry” and gives her the boon of all essential things which are required to lead
life and convinces her that now she can lead a good life with this kid and disappears. So then
she named the baby as Sharabandha Raja. She named him as Sharabandha Raja because the

boy took birth in the prison and in difficult times of mother Siridevi.

After that Shiva thinks that till now queen Siridevi has suffered a lot from pain and

misery, and now Kambhoja Raja has to suffer double the pain of queen Siridevi so disguises
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himself and visits his royal court. There he asks alms to king Kambhoja Raja, but the king
refuses to give the alms to Lord Shiva who came in disguise as a saint. Then the saint asks
the king, at least put the holy ash on your forehead, the king rejects by saying that we are the
followers of Dasaru and we don’t put ash on our forehead. Then the saint asks where I should
put this now. The king shows his back and says you can put that ash on my back in an
arrogant way. By seeing his arrogance Lord Shiva put holy ash on his back. As a result of it
the ash which was put by Lord turns into a worst wound, due to which Kambhoja Raja suffers
every second of his life in pain. He calls the best doctors to find the cure for that wound, but
he fails in all his attempts. Due to the wound king Kamboja Raja's health started deteriorating
day by day. By seeing his health conditions all the royal court members think that the king
is going to die soon, if the wound won’t get healed in time. With his permission they declare
in the kingdom that whoever heals the wound of the king will be rewarded by half of the
kingdom which the king owns. By listening to this lucrative offer, everyone from the nook
and corner of the kingdom comes to treat the king, but everyone fails in their attempts. Due
to Vishwamitra none of the medicine was working on the wound of the king. The kingdom

starts to search for the medicine but none of them succeed in it.

Siridevi raises Sharabandha Raja in a very well mannered way. One day Sharabandha
Raja asks his mother about the city which is visible from his tears, and asks what is the name
of that city. Siridevi replies to his son's questions; that city is new Shahapur Patna, but that
city is not safe for innocent people like you, but Sharabandha Raja won’t listen to his mother
and goes at night to Shahapur Patna. When he reaches there he sees the beauty of the city
and sees the people and feels comfortable in the city. When he was passing from in front of
the palace, the saint Vishwamitra saw him and thought that he should unite son and father,
so he created pain in Kamboja Raja wound, when pain becomes intolerable he remembers

his queen Siridevi in pain. By listening to his mother’s name from an unknown person he



107

gets shocked and asks a nearby old man who was sitting near to him who he is and whose
name he is remembering in pain and why. The old man replies that Siridevi is the name of
his youngest queen, king Kamboja Raja has seven queens among them Siridevi was most
loved by him, but that unfortunate lady was brutally punished by the king. But still Lord
Shiva has given her a palace and a son. We have also heard it from other people. By this
Sharabandha Raja came to know that Kamboja Raja is his father and returns to home by
knowing all facts how his mother was tortured and blamed and due to this, respect for his

mother has increased in his heart.

His mother asks him where he has been all night, he replies to his mother that he went
to a nearby field. He asks his mother about his father. Siridevi gets shocked by thinking that
till now my son has never asked me about his father, now why all of sudden he is asking
about his father, but she replies that he has no father. But he says don’t lie to me mother, I
came to know the truth about your past. Then Siridevi replies in tears that he is the son of
king Kamboja Raja and how his step mothers plotted against her and separated her from his
husband, for the mistake which she has not done. Siridevi feels heartbroken while narrating
the story to her son, he said not only you suffered but your husband is still suffering now

also. He got a wound which is not getting cured, if it is not cured on time he will die.

Efforts to get Medicine for Kamboja Raja’s Wound

After telling about his father's illness, Sharabandha Raja decided to search for a
medicine, which will cure his father's illness. He requests his mother for her permission to
allow him to go searching for the medicine, but mother refuses but Sharabandha Raja won’t

consider his mother’s words and decides to go.

Firstly Sharabandha Raja disguises and goes to Shahapur Patna as a medicine seller.

There he came to know that the six children of king Kamboja Raja were not interested in
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curing their father's wound; that is why it became that much painful. He also collected the
information about the medicine where it will be available, it may be available from
Yadinigandi who is the sister of Bakasura and lives in Yadinigandhi Patna. He came to
Kamboja Raja and called his six children and told them to go there and bring the medicine
for their father. The six Chitraguppi Rajakumararu agree to go for bringing the medicine and

they start their journey.

The Chitraguppi Rajakumararu started their journey for medicine and they came to
Triangle Road in the forest. And they got confused about the way. At that time , one of the
six princes suggested that our father is at the last stage now. Whatever we will do for his
medicine he will die soon. So, we should leave our journey for the medicine and should go
in search of beautiful partners for us. They asked about the place where they can get beautiful
partners from the old person who is sitting under the shadow of a tree which is near by the
road. The old man said that they can get what they want in Sundaramma Patna so that they
can go straight. After listening to it, they started towards the road to Sundaramma Patna.
When they reached there, they all got arrested by Sundaramma and became her puppets in
her palace. This news came to the knowledge of Sharabandha Raja and King Kamboja Raja,
Sharabanda Raja returned to his home and told his mother Siridevi about the incident and
asked the permission for the journey towards medicine for his father. His mother Siridevi
requested and ordered him not to go for that. But Sharabandha Raja didn’t listen to his

mother’s words and got ready for the journey.

After refusing all words of his mother Siridevi, Sharabanda Raja started the journey
towards getting the medicine. He also came to the same triangle Road in the forest and saw
the old man who was sitting under the shadow of the tree nearby. Sharabandha Raja asks that

person about the road. The old man tells that before him, six princes also had come here and
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asked for the same. [ showed them the route and they went to Sundaramma Patna and got
arrested there. Then the old man asked him “whether he wants the easy way or the correct
way”. Sharabandha Raja replied that he is going for a good cause so show him the correct
way. Then the old man explained to him about all the routes. After getting information about
all routes Sharabandha Raja firstly goes to Shyamgandhi Patna. He goes there and
approaches the palace where the queen Shyamgandi was living. Shyamgandhi queen has
very long and thin hair and whenever she takes bath, the bathing water flows like a river,
and no king or anyone else dares to cross that river but Sharabanda Raja did that. So by
watching this she accepted Sharabandha Raja as her husband and invited him to her private
room in the palace. While coming to the Shyamagandhi palace and her room, Sharabanda
Raja died as a result of an accident and Shyamgandhi thinks that she is guilty and she also
jumps from the balcony of her room and she also dies. And by watching this her servant goes
to Shyamgandhi’s mother and says that Shyamagandi has died outside of her room and
beside her one more male body is there. After listening that her mother thoughts that may be

Shyamgandhi has affair with that person and they both committed suicide in fear of her dad.

Shyamagandhi’s mother approaches her husband and said that their daughter
Shyamgandhi has committed suicide and beside her a male body is also lying may be they
both were in relationship, if this matter comes out then we will become a laughing stock to
everyone, so you please dispose their body in the river. Shyamagandhi's father put both

bodies in a box and threw them into the river.

The floating box containing both dead bodies of Shyamagandhi and Sharabanda Raja
and hits a meditating saint in the river, the saint breaks his meditation and opens his eyes to
see what is inside the box. When he saw the dead body in the box he feels pity on them and

decided, if they both are brother and sister than I’ll take them to my hermitage and make
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them as my followers and if they are husband and wife than I’ll let them go to start a new
life, so he gave life to both dead people. When they got life he asked them who they were.
Then both of them replied that they are husband and wife, the saint agreed and put them

again in the box and said go far away from this place and lead a good life.

Sharabandha Raja’s Marriages and Release of Rajakumararu

Once again the box started floating into the river. After moving a little far there are
some fishermen sitting. They came for fishing from the river.When the fishermen threw the
bait for fish, the box was caught by the fishing line. They think maybe the box contained
huge wealth in it and they took it in another place. While placing the box the boys start to
talk about dividing the wealth which may be in the box, Shyamgandhi and Sharabandha Raja
listen to the conversation and make a plan for escape from that situation. Shyamagandhi said
to Sharabandha Raja that she will open her hair after opening the box by boys and scare them
as devil and at that time they will escape from the place and at that time we should also run
from the place. She does as she planned. After seeing her devil shade the boys run away and
approach Shyamgandhi’s father and say that your daughter didn’t die. She is roaming here
and there like a devil. After hearing this, Shaymgandhi’s father calls his daughter and asks
why she became a devil and then she explains and after that he arranges the marriage of his
daughter Shaymgandhi with Sharabandha Raja , and asks them to live happily. Sharabandha
Raja took his wife and came to the forest and he stayed in the hut where one old lady was
living. He left his wife there and said that he has some important work so that he has to go
far away from her for a while. At that time Shyamgandhi said that she know where he wants
to go and she told Sharabandha Raja wants to go to Yadinigandi Patna for getting medicine
from Yadinigandi, but if you want to get the medicine from her so you have to follow some

tips when you reach her and she explains the all tips to get the medicine from Yadinigandi.
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After collecting the information from Shyamagandhi, Sharabandha Raja reached
Yadinigandi palace. Yadinigandi was sleeping in her bedroom and she kept the medicine
under the pillow and Sharabandha Raja entered the room slowly and tried to take the
medicine from there but in this process he touched Yadinigandi and she woke up and started
to abuse him. As per the tip from Shyamagandhi, Sharabandha Raja stayed silently and took
the medicine after that Yadinigandi said, “that she also wants to come with him so marry

her so Sharabandha Raja gets married to Yadinigandi and returns back with medicine.

While returning after receiving the medicine, Sharabanda Raja reached the place
where Chitrangi was living. Chitrangi was the woman who was taken care of by a tiger in a
well which is located in a forest. The tiger demands a boy and huge amounts of food from
the village every month as a gift. He came to know the entire thing from an old lady who is
living nearby. After knowing all the things by the old lady, Sharabandha Raja wants to go
there. The old lady and Sharabandha Raja go to a nearby well after Sharabanda Raja kills the
tiger to make all the villagers happy. The tiger was Chitrangi’s family and friend and now
her one and only one friend and family was killed by Sharabandha Raja so she says that she
will come with Sharabandha Raja to marry and Sharabanda Raja gets married with Chitrangi

also.

After that Sharabanda Raja again lived with his wives in forest and moved toward
Sundaramma Patna while moving there he reached the nearby sea where 7000 cobras were
living and Roopavathi and Phoolavathi were living there. The cobras challenge Sharabanda
Raja. So Sharabandha Raja starts the war against the cobras. Sharabanda Raja killed all 7000
cobras in war. After watching this, Roopavathi and Phoolavathi said that they will get
married to Sharabandha Raja. Sharabandha Raja got married with Roopavathi and

Phoolavathi and took them to the forest and kept them there.
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Fig. 3.14 Narration of the tiger demanding food from the villagers

After getting married to Roopavathi and Phoolavathi, Sharabanda Raja returns to
forest said that he had the last final and important task so he wants to move and he moved
towards to Sundaramma Patna. Before going there Sharabanda Raja collected all information
about Sundaramma and her witchcraft and how he could break that. He collected all the
information from a carpenter and took the thing suggested by the carpenter to break the

witchcraft of Sundaramma.

As per carpenter’s suggestion Sharabandha Raja reached Sundaramma Patna and
came to Sundaramma’s palace then Sundaramma sent a palanquin for the Sharabanda Raja.
He sat in that palanquin and after that he broke all boll which are located in four corners of
the palanquin and after that he entered Sundaramma’s place and by seeing him Sundaramma
ready and started to dance in front of Sharabandha Raja. While she was dancing Sharabandha
Raja put the cow meat in front of tiger which was playing one of music instrument and after
that he put the wheat pasta in front of deer and jersey seed in front of fox and jaggery and

fried grams for monkey and finally he put dead rat in front of cat and after that he left the
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live rat for cat. After all this happened, the animals who were playing the music for
Sundaramma’s dance got distracted and stopped playing music, so that Sundaramma cannot
dance properly and she confesses her failure and wishes to marry him. Sharabandha Raja
said that he will get married with her but he will not take her with him unless she rules her
kingdom wisely and he will get marry with her on one condition that she must release all the
persons whom she has abducted and made them as her slaves and she has to release his
brothers as well. Sundaramma agrees to the condition of Sharabandha Raja and releases all

men including his six-brothers Chitraguppi Rajakumararu.

Healing of Kamboja Raja’s Wound

After winning six queens, medicine for his father, got six brothers released from the
clutches of Sundaramma as well, he started the journey towards Shahapur Patna. While
travelling in the forest everyone gets tired and seeing this Sharabandha Raja decides to stop
near a lake and asks his wives to prepare something to eat for everyone till all male members
go to take bath in the lake. When Sharabandha Raja was bathing in the lake his six brothers
decided to kill him because, they thought that if their younger brother Sharabandha Raja goes
with six beautiful wives and medicine for the cure of their father, he will be felicitated in the
palace and he will be crowned as the king of Shahapur Patna which legally belongs to them,
so they can’t see non-royal blood person seated on the throne of Shahapur Patna. It will be a
great insult to them as well so they decided to kill him in the lake itself. So they cut his head,
hands, and legs and threw in the lake. By seeing this Lord Shiva cursed them to become blind
and said that you all six Chitraguppi Rajakumararu were saved by your younger brother
Sharabandha Raja from the clutches of Sundaramma, but you people did not even have
minimum courtesy towards your brother, so it’s your punishment to roam here and there with

blind eyes so that you can’t reach your kingdom.
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When these six Rajakumararu meet six queens of Sharabandha Raja , the queens ask
where is their husband, in reply to their questions they said we don’t know where he went in
the lake while bathing. So the queens replied you people move towards your kingdom we all
will search for our husband. When they reached the lake they saw the lake was full of blood
of Sharabanda Raja and all his body parts were cut into pieces which were spread across the
lake and they collected all body parts together and brought it to the banks of the lake and sat
around the dead body and started cursing Lord Shiva, started to cry and curse Lord Shiva by
saying how can he do such injustice with him, he was so brave and kind hearted person, has
your heart not felt pain while he was killed brutally. That his two sons’s Vignesha and
Veerbadhra should die and your third eye should fall out from your head and your trident
should break into two pieces. By seeing this picture Lord Shiva's heart got broken and he
disguised himself as an old man and came in front of Sharabandha Raja’s wives and asked,
"Why are you all six ladies crying about? What happened to you people?" Queens replied
that their husband Sharabandha Raja has been killed by his six brothers brutally, but the old
man replied he has not killed by his brothers rather than he killed himself due to the torture
gave by you six women he said, but queens replied that we never tortured or fought with him
for any reasons, he was killed by his brothers, by listening to them old man said ok and now
you people don’t cry go and get an tumbler full of water from the lake to all the six queens.
Then an old man or Lord Shiva joins all his body parts and pores holy water in the mouth of
Sharbandha Raja, after pouring the water Sharabandha Raja gets his life back and starts to
roll on the ground. He asks Lord Shiva why he gave him his life back again, Lord Shiva
replied that all your six queens’ love you a lot so I couldn’t resist myself to give you life,

saying this he disappeared.

When six queens came with six tumblers full of water from the lake, and they saw that

king Sharabandha Raja was sitting alive and they got surprised and asked him how he became
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alive, the king replied that Lord Shiva gave him life and disappeared. So the queens’ heart
was filled with joy and happiness, and they washed the feet of Sharbandha Raja with the
water which they brought from the lake. The six blind brothers were sitting near the well
when Sharabandha Raja went to them and asked them to come with them towards Shahapur
Patna, but the six queens questioned them that why did you people kill your younger brother
Sharabandha Raja, who has done everything for you people. Sharabandha Raja intervenes in
the matter and tells all his queens to forget about that topic and proceed towards

Shapurapatana.

When he reached Shapurapatan his mother was counting her last breaths, by seeing it
Sharabandha Raja eyes were filled with tears and asked his mother to wake up and talk to
him. When the mother Siridevi heard his son's voice she woke up happy and told him that
she lost the hopes of seeing him alive and asked him when you went you were alone now
you came with six women with you who are they she asks. Sharabandha Raja replies that
those all are her daughters-in-law. By listening to her son’s words Siridevi asked everyone
to take bath and in the meantime she would arrange food for everyone she said. After having
food everyone takes rest, after that Sharabandha Raja thought if I sit like this then how my
father’s wound will get healed, he asks wife Yadinigandi to wake up and tells her we need
to cure my father’s wound which is getting worse day by day, so he say let's disguise yourself

as an medicine healers and enter the city.

He enters the Shahapur Patna city and starts selling medicine for all sorts of diseases
and guarantees the cure for all diseases. A lady named Padmini calls Sharbandha Raja to
give her the medicine for her husband's leg disease. So he asks her to come to market,
Padmini calls twelve women for medicine to the market, in the market all women starts

quarrelling for the medicine to get it first and they starts to strangle Sharabandha Raja,



116

somehow he gets rid of all women in the market and moves from that place. Yadinigandi
and Sharabandha Raja go in front of the palace and tells that they can heal any sort of disease,
by listening to her king Kamboja Raja asks her to come inside the palace, after seeing his
wound she ask the maids to bring seven pot hot water and seven pot cold water. After pouring
all fourteen pots of water on the wound and after that she cleans the wound with cock feathers
and measures the wound with the coin and weighs the same amount of medicine and applies
it on the wound and keeps it for the whole night. When king Kamboja Raja sees the wound
the next morning he sees that the wound gets healed up to fifty percent Again she measures
the wound and half the amount of medicine which she applied on the first time, she applies
it and keeps it for the whole night the next morning the wound reduces to half of earlier,
again she repeats the treatment and the fourth day morning the wound heals completely.
Kamboja Raja gets up from his bed and touches the feet of Sharbandha Raja. He stops
Kamboja Raja to touch his feet, and says, "Why are you touching my feet, you are older than
me, you should not touch my feet," he says to the king. You are king Kamboja Raja, I’'m just

an ordinary medicine seller.

Then he asks Sharbandha Raja that who are you from where you have come, your face
resembles like my wife Siridevi then he replies that he is the son of king of Shahapur Patna
and son of Kamboja Raja and Siridevi and I am your son and she is your daughter-in-law
Yadinigandi he says to Kamboja Raja. Kamboja Raja's eyes get filled with tears and he hugs
his son Sharabandha Raja and asks him about his mother. Then Sharabandha Raja says that
we are still staying in the place where you left my mother to die, and she has suffered a lot.
Kamboja Raja says it is not only your mother who suffered but I also suffered with her he
says. Sharabandha Raja takes Kamboja Raja with him to his place to unite the separated

couple due to misunderstanding created by Kamboja Raja’s six queens. After seeing
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Kamboja Raja queen Siridevi forgives him for the mistake he has done and accepts him,

from there Kamboja Raja takes them to his palace.

Punishment to Six Queens and Rajakumararu

When Kamboja Raja comes to know the truth then he announces the punishment to
his six queens and six sons for the conspiracy they did against Siridevi and Sharabanda Raja.
He orders his soldiers to shave the culprits’ heads and smear black paint on their face and to
take procession in the city and later on put them in the fire. Because if such people stay in
my kingdom other people also learn such qualities from these people he says, so [ don’t want
any of my citizens to learn such qualities and this should be a strict lesson to all that’s why
he announces such brutal punishment to them. After that everyone stayed happily. Kamboja
Raja and Siridevi handed all the responsibility to Sharbanda Raja and took to the path

towards Kailasha.
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Chapter 4
Challenges in Documenting and Translating selected Burrakatha

Narratives into English

After recording the selected Burrakatha narratives and transcribing them into
Kannada, they were translated into English. The process of documenting folk songs poses
significant challenges and difficulties in capturing the essence of a song and its local context
as it undergoes a transformation from oral to written form. Translating the folk narratives into
another language is also a task of complexity. This chapter addresses the various challenges
and obstacles faced during the process of documenting and translating the selected

Burrakatha narratives.

4.1 Challenges in Documenting Burrakatha Narratives

Documenting oral narratives consists of two phases - recording the narrative for
archival of the oral part and transcribing for archiving in written form, thereby expanding the
reach to a wider audience. Recording Burrakatha narratives is an intricate process that
involves capturing the essence of the narratives that are filled with cultural histories,
mythological stories through spoken words. The storyteller's voice, inflections, and emotions
merge with the nuances of their language and culture. The storyteller and their cultural
background should be respected, and there should be a keen understanding of the ethical
responsibilities involved in documenting and preserving these invaluable narratives for future
generations. While accuracy is the primary concern of transcription, the process of
transcription poses another set of challenges in addition to being a time consuming process.
The challenges in documenting (recording and transcribing) the selected Burrakatha

narratives are discussed below.
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4.1.1 Challenges in Recording

The artists or field participants may find it inconvenient when the camera is present.
Their willingness to engage in the recording process or how well they perform may be affected
by this. Since the informant's home was without an electrical connection, field recorders may
encounter restrictions on the quality and kind of equipment they can utilise. This presents an
additional challenge for recording. There wasn't enough room for the performer and the camera
to move around. This may have an impact on the recordings' general sound and quality. Long
hours, challenging travel, and unstable conditions can all be part of field recording. These
challenges can make it difficult to maintain the momentum and focus of the recording process.
When recording folk songs in different cultures, it is essential to be culturally sensitive and
respect local customs and traditions. This may involve understanding the meaning and

significance of the songs, as well as being aware of any cultural restrictions.

4.1.1.1 Technological Considerations

The act of recording Burrakatha oral narratives demands careful consideration of
technological setup to ensure clear audio quality while fostering an environment that nurtures
the speaker's comfort and authenticity. The presence of audio and video recording equipment
proved to be of limited utility due to the participation of not only the designated singers but
also the crowd in the act of singing. The presence of excessive ambient noise in the recordings
posed an additional challenge, impeding the proper capturing of the lyrical content of the
music. In order to address this issue, a resolution was reached by requesting the vocalists to
verbally recite the songs subsequent to their performance, thereby eliminating the ambient

noise and using the audio and video equipment to their full potential.
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4.1.1.2 Storyteller’s Discomfort in Retelling

As the performers had to re-narrate the Burrakatha in an atypical environment and
because they were unaccustomed to dictating the songs, as they rarely, if ever, engaged in the
practice of dictating to others, the storyteller had discomfort. There were multiple factors
contributing to this phenomenon, with the most frequently mentioned by the performer being
fatigue or a simple lack of immediate availability. It was apparent that throughout the festival,
the singers would very much love singing to commemorate the occasion but had very little
inclination for supporting any researcher. This issue posed a significant challenge in persuading
the participants to verbally reproduce the songs in order to document them for the purpose of
this study. Another related issue was that the performers did not derive the same level of
enjoyment from their musical renditions as they often do when performing in front of a more
expansive audience. However, the retelling helped the researcher in obtaining additional
information from the performer pertaining to the meaning of each song they performed and its

contextual relevance, which would not have been possible in the actual narration.

4.1.1.3 Inconsistency in Storytelling

As the Burrakatha performers narrate the same story differently at different times based
on the audience and the place of performance, this leads to inconsistencies in the recorded
narratives. However, these differences are minor and do not impact the overall plot of the
narrative. Inconsistencies in oral narratives are a natural aspect of storytelling, due to memory,
perspective, and the contextual nuances surrounding each retelling, which are dynamic in
nature. These variations can occur due to many factors, including the passage of time, the
influence of the audience, or changes to the story based on the place of performance. In the
case of Burrakatha, personal interpretations of the performer often contribute to these

differences, resulting in a modified narrative, varied emphasis on specific events, or even
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entirely new elements introduced into the narrative. These inconsistencies are however minor
and often enrich the storytelling experience. These variations underscore the richness of oral
traditions passed down through generations. As the narratives are bilingual, the performer
always changes the names of places, persons, and designations. Sometimes, she also adds

subplots to the narrative. Some examples of this are discussed below.

In the Kannada version, Sangshetty is shown as a close friend and well-wisher of
Nagendra Rao, whereas in the Telugu version, Sangshetty is depicted as the Prime Minister of
Nagendra Rao. There have been slight modifications made to the character's designation,
functions, and responsibilities. The role of Sangshetty has been portrayed as one characterised
by compassion, humanity, and a strong inclination towards assisting others. In the Kannada
adaptation, the narrative portrays the lives of ordinary individuals, while the Telugu version
presents it as a tale centred around a monarch. Similary, she changes the names of the places,
like Yelavanthapalya (Aryavara Katha in the Kannada version) and Muharampattana

(Aryavara Katha in the Telugu version).

The depiction of the character Krishna Neelaveeni in Balagiri Raja Katha is completely
different in Kannada and Telugu. In which the narrator elaborates on the nature and physical
appearance of the beauty and humble qualities of the queen, Krishna Neelaveeni. She compares
her beauty to the moon and puts forth her simplicity by comparing it to the pure water of the
holy Ganga river. In the Kannada version, the same explanation is not provided in the Telugu

narration.

In the narrative of Kamboja Raja Katha, the performer Shankaramma adds adjectives
to praise the king and his empire and renders more detail about the kingdom and his army in

the Telugu version, but the same is omitted in the Kannada narration.
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4.1.1.4 Unclear Pronunciation

Due to the old age of the performer, some character names and words are
mispronounced, leading to confusion. While this issue was not frequent in the recording of
the selected Burrakatha narrative, the researcher had to carefully listen to the performer to
eliminate inconsistencies in the next phase (transcription). The pronunciation issue is
compounded as the narration is bilingual. As Shakaramma narrated using Kannada and
Telugu, there were instances when a word could belong to Kannada or Telugu. In these cases,

contextual meaning is important.

4.1.2 Challenges in Transcribing

As with any transcription procedure, the transcription of folk narratives presents its own
unique difficulties. The transmission of folk narratives through oral means frequently results
in linguistic variations, dialects, and accents. Accurate transcription needs the ability to capture
the spirit of the spoken language and a solid grasp of regional peculiarities. Folk narratives
possess a profound cultural foundation and may incorporate idiomatic expressions, symbolic
meanings, or references that are unique to a specific community or tradition. Cultural
understanding may be necessary for transcribers to interpret and represent these elements

accurately.

Folk narratives may not adhere to standard linguistic rules or structures, making it
challenging to transcribe them into a standardised written form. This can include the use of
non-standard grammar, vocabulary, or storytelling techniques. Oral narratives frequently
incorporate metaphorical and symbolic elements, as well as ambiguity. The task of accurately
conveying the intended meaning in written form can be quite difficult. Oral narratives might
contain informational gaps, interruptions, or omissions. In order to fill these voids, transcribers

might be compelled to rely on contextual cues and their own discretion, thereby potentially
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introducing a subjective element. Folk narratives frequently reproduce sentiments, intonations,
and expressions that are challenging to faithfully reproduce in written format. Accurately

conveying the emotional profundity of the narrative may present a challenge for stenographers.

Multiple performers contribute simultaneously or interrupt each other, which makes
capturing overlapping speech challenging during transcription. Oral narrative recordings might
be subject to background noise, bad audio quality, or be captured in difficult environments.
This may pose challenges in terms of aural clarity and transcription of spoken language.
Unintentionally, interpreters or transcribers may incorporate their personal biases or
interpretations into the transcription process. This is particularly true when delicate cultural or

sensitive 1ssues are involved.

4.1.2.1 Phonetic Quality of the Narration

A primary challenge faced in the process of archiving folk songs pertained to the
preservation of their rhythmic elements. The feelings of the audience and the performer
significantly influenced the manner in which the songs were delivered. Occasionally, the speed
of a certain folksong varied, either becoming faster or slower due to other causes beyond those
already mentioned. Walter J. Ong in his work "Orality and Literacy: The Technologizing of
the Word" synthesises a body of research spanning two decades, conducted by himself and
other scholars, regarding the distinctions between primary oral cultures (those lacking a writing
system) and chirographic cultures (i.e., a culture centred around writing). The objective is to
examine the transformative impact of transitioning from an oral-based stage of consciousness
to one predominantly influenced by writing and print, and how this shift alters human
cognition. The author highlights the challenges faced by individuals in a literate society when

attempting to comprehend the customs and practices of a pre-literate society. Furthermore, the
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author suggests that a literate individual may encounter difficulties in fully grasping and

valuing solely oral traditions.

The issue of interpretation emerges when a literate individual, despite possessing
extensive knowledge, faces challenges in comprehending the nuances and complexities
inherent in interactions with oral societies. The researcher experienced difficulties when
transcribing Burrakatha narratives because it was discovered that recording folk music
involved more than just recording what the researcher heard or saw; there was a deeper
meaning that the songs conveyed that was expressed by paralinguistic cues such as facial
expressions, laughter, sighs, or pauses, which could not be documented. Even the pitch
variation that takes place during the performance of a song, though important, cannot be
retained in the written medium. There is an inherent cadence in the language of the songs that
gets expressed only during the performance. The melodies of the songs, too, could not be

captured in the written medium.

The beginning prayers before the performance Some of these sentences are used by the
co-performer in the middle of the narration of the main narrator: “shiva shiva mahadeva hara
hara mahadeva”, “tandana tandana raguva nandana”, and “henta kasta bantu tayiii”’. These lines

get repeated all the time during the narration which help the main performer to get some time

to relax and then remember the story or move the story forward.

4.1.2.2 Issues related to Context

Documenting oral narratives omit non-verbal cues and gestures that accompany the
verbal utterances, potentially leading to a loss of context or meaning. Oral narratives are not
just sentences composed of words; emotions, gestures, and environments are woven into the

narrative. The absence of this context can diminish the richness and depth of the narrative,
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leaving gaps in understanding and potentially altering the intended meaning, as the setting in

which the story is shared can impact its significance and interpretation.

4.1.2.3 Editing and Interpretation

Another issue pertains to the process of determining what content should be
incorporated and what content should be omitted. In the context of oral narratives, non-
essential details are deliberately omitted to ensure that the readers can comprehend the
narrative without sacrificing its intended meaning and essence. According to renowned
scholars Milman Parry and Albert Lord, oral storytelling exhibits a proclivity towards
repetitiveness and reliance on formulaic structures. The proponents of oral-formulaic
composition have even devised a theoretical framework for this particular mode of literary
creation. The central concept of this theory suggests that poets possess a reservoir of formulas,
which regularly employ expressions conforming to specific metrical conditions and are used
to convey essential ideas. By employing these formulas in conventionalized ways, poets are
able to compose verse quickly. Milman Parry put forth this theory in his work "L'epithet
traditionnelle dans Homére" (Sale 377) in which he proposes the oral-formulaic hypothesis
with the main goal of explaining the oral tradition-only transmission of the Homeric epics
across numerous generations. The effect of his work is evident in the arguments put forth by
other scholars, who contend that there exists a significant rupture in the institutional
framework between Homeric Greece, which relied on oral tradition, and Platonic Greece,
which embraced literacy. This rupture is characterised by the shift from an oral-based culture

to one centred around written communication.

4.1.2.4 Untranslatability of Non-Verbal Cues

Happiness, anger, pain, sorrow, and other such feelings are expressed through the

language of the songs, and the lyrics also manifest through the gestures and body language
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during their performance. These non-verbal features that accompany the lyrics during their
performance of these songs cannot be recorded in written form. Non-verbal cues, such as facial
expressions, body language, tone, and gestures, play a crucial role in conveying emotions and
intent that words alone may not fully capture. When transcribing oral narratives without these
cues, essential elements of the message are lost or misinterpreted. The absence of a raised
eyebrow or a shift in posture can significantly alter the meaning of a spoken sentence. It
becomes a challenge to faithfully represent the speaker's intended message, leading to a diluted
portrayal of the narrative's authenticity. While transcription serves as a valuable tool for
documenting and preserving oral narratives, the loss of non-verbal cues reflects the need for
additional context and proper interpretation by the transcriber to capture the correct and

complete essence of the verbal narrative.

The performer may use hand gestures to indicate the movement of a sword or the
expression of a character. In the performance of Aryavara Katha, Shankaramma uses her hand
to show how old the kids are. Fig. 3.8, which helps the audience understand the age of the kids.
She uses hand gestures to represent a small amount of food to convey the amount of food the
queen consumes when she is depressed. In Fig. 3.9, the performer uses hand gestures to
demonstrate how Nagendra Rao’s sons get strong by eating good food, how prepared he is, and
how strong he has become in Aryavara Katha. In Fig. 3.10, in Balagiri Raja Katha we can see
the performer narrating the greatness of the king Yamanadagiri Raja. Such expressions and

gestures are untranslatable, which gets lost during transcription and translation.

4.1.2.5 Cultural References

The Burrakatha narrative had certain cultural elements and contexts that were
unfamiliar to the transcriber, leading to challenges in understanding and conveying the

intended meaning in the written form. This is also a challenge in the next phase (translation).
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These references ranged from specific traditions and historical events to idiomatic
expressions. In these cases, the researcher gathered additional details from the performer and

incorporated them as notes in the transcription.

4.2 Challenges in Translating Selected Burrakatha Narratives into English

Fundamental obstacle encountered during the translation of Burrakatha narratives from
Kannada to English is the preservation of the cultural details that are essential to the source
narrative. These narratives have their origins in traditions, customs, and folklore of the region.
For example, specific locations, characters, or events might possess symbolic significance that
is forfeited during a direct translation into English. Translators are required to have an extensive
knowledge of Kannada culture in order to faithfully convey the details into English while

maintaining the authenticity of the narratives.

Another significant barrier to translating Burrakatha narratives is the extreme linguistic
difference between English and Kannada. Kannada, a Dravidian language, possesses a
distinctive phonetic system and grammatical structure. Translators are confronted with the
difficulty of locating English equivalents for words and phrases that transmit the intended
meaning precisely. Furthermore, faithfully translating the rhythmic and melodic elements of
Burrakatha, including metre and rhyme, presents a substantial obstacle due to the frequent

absence of comparable poetic devices in the English language.

The narratives frequently employ idioms, proverbs, and metaphors that pose a
considerable challenge for translators. These linguistic devices, deeply rooted in Kannada
culture, often do not have direct equivalents in English. To overcome this hurdle, translators
must engage in extensive research and consult native speakers to identify alternative ways of
conveying the intended meaning. Moreover, the challenge lies not only in finding equivalent

expressions but also in capturing the essence and impact of the original idiomatic phrases.
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Stories from the Burrakatha are extensively rooted in religious and mythical
connections, which link them to the epics and scriptures of ancient India. Translating these
references accurately requires an in-depth knowledge of Hindu mythology and familiarity with
the cultural context. The challenge lies in finding a balance between maintaining the integrity
of the original text and making it accessible to an English-speaking audience who may not

possess the same level of familiarity with these references.

Burrakatha is primarily an oral tradition, passed down through generations orally. The
performance aspect, including the intonation, gestures, and facial expressions of the narrator,
adds depth and meaning to the narrative. Translating this oral tradition into written form itself
poses a challenge as it requires capturing the essence of the performance in a way that resonates
with the reader. The translator must find creative ways to convey the emotions and impact of

the original oral rendition.

4.2.1 Humour

Translating humour from any language to another can be challenging due to its cultural
and linguistic differences. Humour often relies on wordplay, cultural references, and context
that may not have direct equivalents in the target language. Burrakatha often involves a mix of
languages and dialects, including regional languages and colloquial expressions. Burrakatha
are deeply rooted in the local culture, and many narratives contain references, idioms, and
expressions specific to the region. Translating these cultural nuances accurately while

maintaining the intended meaning can be challenging.

The sentence ‘haadilak nithaga horras nailaka ninture anta nim hantor’ in the North
Karnataka language means, ‘when you are about to deliver the baby then you start to find the

doctor is irrelevant or not possible’. This is a sentence used to be said to somebody who does
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things in a hurry and is not prepared for the upcoming situation. It is used humorously,

satirically and metaphorically in the North Karnataka region.

Similarly, ‘Gadda bhenki hatdaga bhave kidarere antha’ means ‘when you feel thirsty
you will start to dig well’. It is a similar example to the above one in which it too has the same
meaning and used to convey the humour, satire and metaphor in the narratives. It is not possible
to bring in the exact sense of humour to the English audience as this is completely cultural and

geographical specific.

‘Thindi bhala awa ninga’ in South Karnanataka the word ‘tindi’, refers to breakfast
whereas in North Karnataka it refers to someone who is eager to do something mischievous to
others to have fun or to get into trouble themselves. In the same state, the same words have
different connotations, meaning and usage. In translation such words or usages get lost or the

aspect of humour cannot be understood by the reader even if the explanation is provided.

If the literal translation of ‘Hula bhal awa niga’ is looked at, ‘hula’ refers to insect
‘bhal awa niga’ means ‘you have more’, but the actual meaning of it in Kannada is ‘you have

done it purposefully’.

Translating humour can be challenging due to its dependency on cultural sensitivity,
wordplay, and context. According to the incongruity theory, humour often arises from
congruous or unexpected situations. In some instances, humour depends on the connotative
meaning of the word rather than its denotative or most common meaning. Comparing the
difficulty of translating humour to that of poetry, Diot says “When it comes to translating

humour, the operation proves to be as desperate as that of translating poetry” (84).

A specific problem with humour is its reliance on “implicit knowledge” of the target

audience. Furthermore, it also depends on the conditions and taboos that constitute cultural
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schemes (Vandaele 150). In the case of the selected Burrakatha narratives, the chance of
humour getting lost in translation is double edged. It could either be untranslatable because of
the change in the sign system from verbal to written in the documentation phase of the study

or also during the interlingual translation from Kannada to English.

4.2.2 Figurative Language

Translating figurative language such as metaphors, proverbs and usages also have both
cultural and linguistic barriers. ‘nin bayaga maanu hakali’, ‘nin mayaga maanu surili’ means
‘to put soil on your grave’. This is usually used as a curse in slang, especially in north
Karnataka. Even similar usages can be seen in some Telugu regions bordering Karnataka. In
Telugu it’s said as ‘ne mida mannu poya’ ‘niku bondala gadda lo pettala’. Certain metaphors
and proverbs can be seen in both regions; only the language variation can be seen. The usage,
its metaphors and its meaning remains the same in both cultures. In English, the similar word
is graveyard or cemetery, but it can’t be translated with the same essence of Kannada and

Telugu.

The phrase ‘Beriki’ is used to express a thought about a particular person. Similarly,
‘Bhal beriki edana ava’ means he is very clever or quarrelsome. This word is used as metaphor
and slang in everyday usage in Karnataka. The narrator in the plots uses this word to show the
character of Balagiri Raja but the narrator tries to put the word ‘berki’ to show how clever

Balagiri Raja was.

Shankaramma uses the line ‘nindu manda muchi dhanda daga hairdo hogali’ in the
narration of Kamboja Raja Katha where the queen Sridevi curses the god. The line means ‘what
all you earned or gained must vanish’. The language used in the narration is completely
colloquial, the performer uses such language to blend the story according to region specific so

that the audience gets attracted and engages in the narration.
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‘Akindu bai bambai aahda’ refers to a woman who is more loudly outspoken or
quarrelsome. In the narrative of Balagiri Raja Katha we can see the blind Polawwa whom the
narrator refers to as quarrelsome women. This cannot be translated into Telugu or English

because it is used only in that particular region.

Translating metaphors between languages that are very different, for instance, Kannada
and English, is challenging. Finding a proper equivalence as “cultural interference is an
important obstacle in the process of metaphor translation & quot” (He 130). Some metaphors
that are based on sensorimotor experiences are common in most cultures but novel metaphors
with high reliance on culture and extended metaphors pose a challenge in translation. In the
case of standard metaphors that have not lost their metaphoricity by overuse, translators use
various strategies ranging from reproducing the same metaphor in the target language to
deletion of the metaphor in rare cases. The translation strategy used depends on the metaphor
and the contextual purpose it serves in the source text, while considering the sensibilities of the
target culture. Consolidating the seven strategies proposed by Peter Newmark, Dobrzynska
proposes three methods for translating metaphor — Using an exact equivalent of the original
metaphor, replacing with another metaphor with a similar sense, and paraphrasing a metaphor

using an approximate literal phrase (599).

4.2.3 Cultural References

The cultural connotations inherent in some words cannot be transferred properly into
English. In the Narration of Aryavara Katha in Kannada some of the cultural terms were used
such as ‘Yellu amavsi’ has a complex combination of meanings. The word consists of two
parts- ‘yellu' and 'amavsi’. The word ‘yellu’ in English approximately means ‘sesame’. The
word 'amavsi' means mo moon day'. The combination of both these words makes a meaning

which is very specific to the north Karnataka language and culture. The term 'Yellu amavsi'
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ultimately signifies a festival wherein agricultural labourers or landowners participate in the
celebration of certain vegetarian foods incorporating pulses and green leaves that are
specifically prepared for this occasion. The foods that are prepared include bartha, jowar
kadubu, sajje kadubu, pundi, chukka, palak, menthe, rajgiri, and bajje. The agricultural
labourers gather on the farms, where the harvested food is then shared among all members of
the household. In addition, rural temples conduct special prayers with the aim of improving

agricultural yields.

Similarly, the word 'Bhasunki’ has its own cultural connotation. It is used to denote one
day before the wedding when there are some customs in which the bride is given to the
bridegroom, the father gives the hand of the bride in the groom's hand and the next day the
marriage ceremony takes place. There cannot be any equivalent for this in both South

Karnataka culture and English culture.

Similarly, the word 'hendi’ has its own meaning in north Karnataka it refers to a food
item which is made of roasted peanuts whereas in south Karnataka ‘hendi’ means ‘squeezing
something’ and in English we can’t see this term. Precisely, a word which is food in one region

gets a different meaning when the same term is seen in a different geographical location.

‘Karhunni’ is another festival celebrated in the North Kannada districts in which the
bull is decorated and offered prayers, so that it will help the farmer in the field during sowing
season. Many of the cultural festivals are not same in the same state or celebrated in the similar
way. ‘Gondul’ is a unique celebration done after marriage, housewarming, or the birth of a
child. In which the whole night the singing troops are called and the chantings of gods are
recited, it is also known as ‘bhajni’. This will happen only in North Karnataka districts. There
is no equivalent in Southern Kannada or English to this cultural-specific term. It is used in

Balagiri Raja Katha and Kamboja Raja Katha in the Kannada version.
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‘Kiriguni’ is a ceremony celebrated for a small girl child to wear a saree when she gets
mature. It is a process in which the girls are educated about mensuration. These are some of
the examples that are sated with cultural connotations. It is used in Aryavara Katha in the
Kannada version These culture-specific words are difficult to translate into Telugu, Kannada
(South) and English. Because of the lack of equivalents to all such culture-specific terms, it is
very difficult to express the actual meaning of the songs. As a result, we can observe loss of
translation and to some extent the beauty and richness of the folk songs gets diluted in the

process of Translation.

4.2.4 Language Variations and Dialects

The phrase Sharanri is utilised as greetings, similar to how individuals say ‘namaste’
or ‘Ram-Ram’. The phrase Bhaal Chalo Aiti / Chand aiti is used when one is praising
something that they find really good. The particular word Sharanri is used in the North
Karnataka region because of the influence of Lord Basaveshwara. In every narrative it can be
witnessed that the narrator uses this word as addressing the audience as well as the character
in the narrative wishes the other person. In other way when the citizens want to get rid of the
king from his rule they use the word Raja ‘nig onudu sharana sharunu’ which means ‘we
don’t want to be ruled by a person like you who is a barren’. The word gets altered according

to the situation.

The frequent use of Marathi loanwords to refer to a variety of concepts, locations,
relationships, and objects, such as kholi (room), kaka (paternal uncle), khanavali (a mess
serving meals), and others, is an additional noteworthy linguistic characteristic of Kannada
used in North Karnataka. Particularly when counting in Kannada, rural speakers of Kannada,

residing in districts bordering Maharashtra frequently employ Marathi numerals when
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expressing larger quantities such as 50 and 100 (pannas and shambhar, as opposed to aivattu

and nooru).

Words such as "hotrayli’ and ‘agsi’, etc., do not have equivalents in Telugu and English
as they are specific to North Karnataka culture. Such words have been retained in the
translation. ‘Hotrayali’ means early morning or when the sun rises. It is typical North
Karnataka usage. ‘4gsi’ is referred to as the arch. But in south Kannada, we don’t get the similar

word. This word is more often used in all three narrations in the Kannada version..

4.2.5 Non-verbal Markers

Nonverbal markers play a significant role in Burrakatha performances. The main
performer uses various nonverbal markers to enhance the dramatic effect of the narrative and
engage the audience. The performer uses hand gestures to convey emotions, actions, and
characters in the narrative. For example, the performer may use hand gestures to indicate the
movement of a sword or the expression of a character. In the performance, Shankaramma uses
her hand to show how old the kids are (Fig. 3.8), which helps the audience understand the age
of the kids. In similar ways, she expresses the amount of food consumed by the queen when
she is sad by showing a small amount of food with hand gestures. In Fig. 3.9, the performer
shows how Nagendra Rao’s sons are getting strong. In Fig. 3.10, we can see the performer

narrating the greatness of the king Yamanadagiri Raja.

The performer uses facial expressions to convey emotions and expressions of the
characters in the narrative. For example, the performer may use facial expressions to indicate
anger, sadness, or happiness. Body movements are used to convey the actions and movements
of the characters in the narrative. For instance, the performer may use body movements to

indicate the movement of a horse or the dance of a character.
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Burrakatha performances are not complete without the accompaniment of music and
various sound effects. The dramatic effect that is created and the emotional impact that is
enhanced by the narrative are both enhanced by the performer's usage of sound effects and
musical instruments. The narrative is made even more beautiful by the rhyme system of
"tandana tandana raguva nadana," which repeats itself. When particular moments are being
performed, the performer will raise her tone or pitch in order to attract the attention of the
audience. There are instances when the mood shifts to narrate particular happy or sad
occurrences in the plot, such as a birth, a death, a murder, or gladness. The use of nonverbal
markers is a key component of Burrakatha performances; they contribute to the development

of a narrative that is multifaceted and interesting for the audience to experience.

Kannada used in North Karnataka is different in a genetic and cultural sense.
Translating cultural terms and concepts in North Karnataka Kannada became a major challenge
as there were no equivalents in Kannada. There are many words that became untranslatable
and had to be retained as they are in the translation. The words such as 'hotrayli’, ‘agsi’, etc.
do not have equivalents in Telugu and English as they are specific to North Karnataka culture.
Such words have been retained in the translation. But the target readers may not be able to
understand these terms. Therefore, the researcher has provided explanations for some of these

terms.

Translating these Burrakatha narratives into English is much more challenging for the
very obvious reasons. Firstly, it is difficult to place the translations in context for the target
readers. There are many culture-specific terms that would become totally alien in English. The
Kannada readers also have some problems understanding the culture-specific terms as there

are many words related to festivals, ceremonies, food, and clothing that are used differently
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and may not sound similar to them, but nonetheless, they may not be totally alien to them as

these are the bordering districts.

Therefore, attempts were made to give the meaning of the songs in English so that the
readers would get an idea of the themes and subjects that the folksongs deal with and the culture
of the community in general. The very idea of the translation was to give the readers an
understanding of the context and the subjects that the folk songs embody. It is to act as an
overview of the folk songs that the Budagajangama community has to offer to those who may

be interested in pursuing further study in this area.

In an attempt to translate Burrakatha folk songs into English, there was another set of
problems, which are of course common to any cross-cultural translation. After videographing
the performance, the first-hand narratives were transcribed into Kannada and later translated
into English. At first glance, it might be difficult for the readers to arrive at the correct
pronunciation of the words by reading the transliteration, as they may not be familiar with the
colloquial Kannada language. Even the assembly of the letters may look a little awkward in the
beginning, but once they get some familiarity with the language, it will not be that difficult to
follow the songs. Following the transcription of the folk songs are translations in English, and
Kannada is transcripted in Kannada. Since the transcripts were already given, it is tried to
translate the content of the folk narratives into prose format. The attempt was not to go for
word-for-word translation but to attempt an idiomatic translation to communicate the essence
and significance of the songs. It was not that difficult to translate the meaning and content of
the songs into another language, as it is not a translation of a song into the same form where
the various other issues like the music, the melody, the thyme, the rhythm, the pitch, the
intonation, etc., are to be taken care of. Hence, some other artists may perform and interpret

these songs differently to some extent.
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Chapter 5

Bilingual Narration as Translation with reference to Burrakatha Narratives

The process of translating Indian oral narratives into other languages while ensuring
the preservation of their cultural value is a complex undertaking that requires a comprehensive
understanding of the context of culture and the intricacies of languages. In indigenous societies,
particularly in regions characterised by multilingualism and multiculturalism, the process of
translating oral literature necessitates a keen awareness of the cultural and linguistic disparities
between the original language and the language of translation. This sensitivity is crucial in

order to faithfully convey the intended meaning of the narrative (Mirdha 30).

In order to safeguard the cultural value of Indian oral storytelling, it is necessary to
ensure that the narrator or translator has a comprehensive understanding of the cultural context
within which the story is situated. This includes understanding the social, historical, and
religious context of the narrative, along with the cultural norms and convictions that serve as
its foundation. Furthermore, it is important for the narrator to demonstrate sensitivity towards
the complex structure of the languages being translated, incorporating idiomatic phrases,
metaphors, and other linguistic elements that may lack direct counterparts in the intended

language.

One potential strategy for safeguarding the cultural importance of Indian oral histories
is to actively include community members in the process of translation. Luhar (2019) asserts
that “the inclusion of community members in the process of documenting and translating oral
tales can yield a substantial collection of community literature and promote improved
intercommunity accessibility, hence facilitating a deeper comprehension of these

communities” (115).
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Bilingual narration of Burrakatha can be considered translation in addition to being
transcreation, based on the strategy that the performer employs. Various scholars have defined
bilingualism in different ways. Until the 1960s, code-switching was considered as an inferior
use of language. During and after the 1960s, it was understood as a natural feature of bilingual
speech (Vassallo 206). It is more frequent for a bilingual individual to acquire their second
language during early childhood. This occurrence is prevalent in communities situated near
language borders, in settings where families live as a speech-island, or in households where
parents speak distinct languages (Bloomfield 57). Macnamara opines that anyone who has
proficiency in another language apart from their native language, in at least one of the encoding
or decoding language abilities can be called as a bilingual (59). In the case of Shankaramma,
the Burrakatha narrator, living in the border area of linguistically diverse states of Karnataka
and Andhra Pradesh has helped in acquiring competency in both Kannada and Telugu. She
uses this skill in the narration of Burrakatha as code-switching is a “creative mode of
negotiating social and cultural difference, and an innovative source of lexical borrowing and

blending” (Vassallo 206).

Bilingual narration of Burrakatha can be considered as a form of translation. Firstly,
Bilingual narration transcends linguistic code-switching from one language to another; it is an
art form that involves handling cultural nuances, linguistic intricacies, and the beauty of
expression across two languages. According to the theory of natural translation, all bilingual
individuals are capable of translation within their command of the two languages, thereby
bringing translation within the scope of bilingualism (Harris and Sherwood 155). Bilingual
Burrakatha narrators do not undergo any specialised training but rather learn from experience
and the reactions of the audience. As bilingual narration of Burrakatha involves complex
cognitive processes that result in deciding the timing of code-switching between languages

based on external factors, it can be considered as a translational activity.
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Secondly, there is no regularity in when the Burrakatha narrator switches between
languages. This depends on the place of performance as well as the language the audience is
more comfortable with. This involves the performer consciously making a decision on the
timing of the switch to a different language, as well as the switch back to the original language.
Cognitive elements are at play as “A complex cross-language activity such as translation must
necessarily include very complex sequences of activation and selection that involve
intentionally switching between one language and another during task performance” (Shreve

4).

Finally, bilingual oral narratives adapt and evolve over time, reflecting the ever-
changing nature of languages and cultures. They are dynamic and responsive to the context in
which they are shared, allowing for reinterpretation and adaptation while maintaining the
essence of the story. Considering the communicative aspect of Burrakatha narration, the act of
adapting to the changing linguistic and cultural contexts itself can be considered a form of
translation as “forms and functions of translation evolve in conformance with the nature of the

communicative tasks they are called to perform” (Shreve, Cognition and the evolution 124).

The narrative of Aryavara Katha, Balagiri Raja Katha and Kamboja Raja Katha is retold
in Kannada and Telugu languages. The adoption of a storytelling tone by the narrator
Shankaramma is accompanied by alterations in the portrayal of some characters, which are
influenced by the unique characteristics of the place, culture, and customs in which the story is
set. The characteristics of the characters in the Telugu and Kannada versions are the same.
However, it is worth noting that in the Telugu version, some circumstances and themeshave
been elaborated upon to a greater extent compared to the Kannada versions of the narrative or

vice versa.
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In bilingual narration of the story, the performer adds certain elements in either
Kannada or Telugu, which leads to Transcreation. The elements that are added or deleted from
a certain narration depend on the place of performance and the dominant language of the
audience. Bilingual narration not only translates the story but it can also be considered an act
of transcreation, as new details are added to the narrative, thereby creating a new narrative.
Bilingual oral narratives can be seen as either translation or transcreation, depending upon the
specific approach and objective of the storytelling endeavour. Bilingual oral tales that
encompass the direct translation of a story from one language to another might be seen as a
manifestation of the translation process. Conversely, in instances where bilingual oral
narratives encompass the imaginative modification and recontextualization of a tale in order to
communicate its fundamental meaning inside an other linguistic or cultural framework, they

may be seen as instances of transcreation.

Transcreation, on the other hand, goes beyond translation by imaginatively modifying
the narrative to fit the target language's linguistic and cultural environment. Transcreation is a
phenomenon observed in multilingual oral storytelling, when the storyteller adapts certain
components of the story in order to establish a stronger connection with the audience. This
process may entail the integration of culturally unique allusions, modification of narrative
elements, or even the creation of additional characters that conform to the cultural context of
the target language. Transcreation enables the narrator to overcome linguistic barriers by

customising the storyline to elicit emotional reactions and uphold cultural integrity.

5.1 Bilingual Narration of Aryavara Katha

Rhyme-schemes are used in all the narratives, and the performer uses them to illustrate
the names of people and places. This strategy facilitates the memorising of both the individual's

name and the location's name for the performer, hence decreasing the risk of forgetting these
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names. For instance, the performer uses alliteration in remembering the names of characters
Bandebaje Rao, the ruler of Badegaon, and Buransab, the king of Bhuranapattan. This strategy

also enhances the audience's capacity to easily remember the names of people and locales.

In the Kannada version of the narrative Aryavara Katha, Siddappa Rao secretly arrives
at his elder brother's residence in disguise during the late hours of night. Subsequently, he
enters the premises and proceeds to restrain his elder brother's sons. Finally, Siddappa Rao
absconds with all the accumulated money. In the Telugu version, Siddappa Rao arrives at his
elder brother's residence and proceeds to restrain his nephews before absconding with all of
their familial assets. The observed instances exhibit distinct characteristics in every version.
Additionally, it is worth noting that the Telugu version which is a translation of the text is
comparatively concise. The decisions that the Burrakatha performer makes on adding,

modifying or deleting certain elements of the narrative leads to transcreation.

When Nagendra Rao bestowed a substantial dowry upon his son-in-law, Buransab, as
a gift upon his marriage to his daughter, Rukumbai, Nagendra Rao’s brothers raised concerns
regarding the allocation of their shared wealth. They expressed a desire to divide the property
in such a manner that would allow both brothers to retain their respective portions, while
enabling the elder brother to provide a share to his daughter and son-in-law. In the Kannada
version, it is portrayed that two brothers approach Nagendra Rao seeking a share of the wealth.
However, Nagendra Rao declined their request, citing the cultural norm within their
community that discourages the division of property. Consequently, he expresses his
unwillingness to partake in the distribution of his assets. The act of dividing the property is
commonly associated with a notion among the society that it will result in a negative outcome
for the entire family. Based on such premises, he declines to partition the property. However,

in the Telugu version, the storyteller presents the identical scenario in a different manner.
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Nagendra Rao expresses to his siblings that should they like a share of the riches, food grains,
and property, they are welcome to do so. However, he stipulates that they may only partake in
the enjoyment of the property without engaging in any form of division. In this context,
Shankaramma provides a more concise narration in the Kannada version and expands upon it
in the Telugu version, which is an element of transcreation. This has also been noticed in other
Burrakatha narrations that are part of this study, the Kannada versions are usually concise and

the Telugu versions are expanded.

When Siddappa Rao takes away every penny of the wealth belonging to Nagendra
Rao’s children, Nagendra Rao’s associate and financial manager, Sangshetty, assumes
responsibility for the well-being and oversight of all three of Nagendra Rao’s kids. Following
the demise of Nagendra Rao, he provides sustenance and nurtures them with care and affection
within the restricted space of his residence. In the Kannada version, Sangshetty is shown as a
close friend and supporter of Nagendra Rao , whereas in the Telugu version, Sangshetty is
depicted as the official manager of Nagendra Rao’s wealth. There have been slight
modifications made to the character's designation, functions, and responsibilities. Furthermore,
in the Kannada version, the narrative portrays the lives of ordinary individuals, while the
Telugu version presents it as a tale centred around a monarch. The Kannada version of the
narrative maintains a depiction of the incident without employing any form of exaggeration.
The storyteller has adjusted their narrative style to align with the preferences of the audience,

so as to accommodate their desired listening experience.

Siddappa Rao orders his brother’s three sons to go to the forest and bring twelve bullock
carts full of fire wood with Begari Yellori. When three children go to the forest and start to cut
the wood in the forest, one of the boys gets himself injured by the axe. The legs start to bleed.

By seeing this Begari Yellori feels that how their uncle is treating these children, he has brought



143

them here to kill them. Begari Yellori tells the kids that he will cut all the fire wood, on behalf
of them. And ask them to take a rest. Begari Yellori completes the work and brings twelve
bullock carts of wood and says to Siddappa Rao that the kids have done hard work to fulfil
their assigned work. Here in this episode we come across the situation of the bonded labour
system in both Kannada and Telugu versions of the story. Because the system was practised in
both the regions, the storyteller showed their audience how the loyal labourers work for their

masters and also as her target audience are the downtrodden or common people.

When Som Rao with his brother continues his journey towards their sister’s town, on
the way they stay in the Lamani Tanda for six months. The Tanda people look after Som Rao
and his two younger brothers by providing them food, shelter and security. Here the story teller
in the Telugu version narrates the culture of Lamani Tanda people and exaggerates their help
to Som Rao and his two younger brothers. But while narrating the same incident in Kannada
the storyteller has not given all details of Lamani Tanda people. She just introduces the Lamani

Tanda people and says Tanda people help Som Rao and his two brothers and continue the story.

In another episode Som Rao and his two brothers leave the Lamani Tanda with their
horses and hunting hounds and go in search of new territory. However, after a few months had
passed, the residents of Tanda discovered that the horses and hounds that had been taken by
Som Rao and his two brothers were in Yelavanthapalya (in the Kannada version) and
Muharampattana (in the Telugu version), respectively. People from Lamani Tanda make their
way to this location and present their case to Burhansaheb in the courtroom, claiming that his
brothers-in-law stole their horses and hunting hounds when they were staying with them at
their Tanda. “It seems that our understanding of your three brothers-in-law was incorrect, as
we believed them to have royal blood in them. However, it is possible that we misunderstood

them. They implore him not to believe in them since they do not have royal blood flowing
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through their veins as you do, which is why they committed such a lowly deed of robbing our
horses and dogs. It's possible that they'll con you as well”. The narrator has placed a greater
emphasis on the Lamani Tanda people and their narration at this juncture. A greater amount of
detail is provided in the Telugu version. Both of these stories have different names for the cities

that appear in them.

After Som Rao married Anthubai and began the trek towards his kingdom with his
brothers, they came upon a village of shepherds on the way. The individuals who are staying
there flee for their lives whenever they see a large number of horses or hunting dogs. They
were under the impression that the individuals before them were bandits who had come to kill
and steal from them. As a result, the entire community flees into the surrounding forest. Only
an elderly woman remains, and she is the only one who confronts Som Rao and his brothers.
She walks out of her hut and asks them who they are and why they have come to their village;
she is the only one who faces Som Rao. In this part of both of the tales, the storyteller describes
the bravery displayed by shepherd Nagamma. In the Kannada version, there is a greater
emphasis placed on both the exaggeration of character and the introduction of character.
However, in the Telugu version, it is condensed significantly. Typically, Telugu versions of
the narrative are expanded by the performer but sometimes it is made concise when compared

to the Kannada version, as in the above case.

The narrative ArayavaraKatha appears differently in each of these languages. Both
versions of the story, however, share the same essential components, including their goals and
aims. The tone and perspective of the story are altered by the narrator in response to the location
of the listeners as well as their own preferences without compromising the story's integrity and
its originality. The originality of the story, regardless of whether it is told in Kannada or Telugu,

is what makes for the best narration from the person telling the story. Since Aryavara Katha
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was initially narrated in Telugu, certain events have been embellished and retold in a manner
more fitting for a tale of this type. However, the Kannada version of the narrative keeps the
plot straightforward while still communicating the intended meaning to the target audience in
the same way that the Telugu version of the story does. The ultimate goal of the storyteller is
to convey her intended meaning to each and every member of the audience, regardless of

whether they are listening to the tale in Kannada or Telugu.

5.2 Bilingual Narration of Balagiri Raja Katha

The Kannada version of Balagiri Raja Katha provides a detailed elaboration on the
depiction of wants during pregnancy, whereas the Telugu version offers a more concise
discussion on the same topic. Shankaramma adapts the story in Kannada and Telugu languages
based on the cultural context of the respective regions. For instance, in one episode, she narrates
the story of the queen Krishna Neelaveni's pregnancy, during which the queen expresses her
cravings for various fruits such as mangoes, tamarind, and sugarcane, and such mouthwatering
food. This inquiry seeks to explore the comprehensive range of sensations encountered by the
queen during every stage of her nine-month pregnancy including each individual month, as
well as the notable occurrences pertaining to the movements of the baby within her womb. The
Kannada narration provided a comprehensive account of every minute detail. However, when
she recounts the same scenario in Telugu, she simply states that the queen was pregnant.
Throughout her whole nine-month pregnancy, she did not emphasise her aspirations for

consuming a diverse range of food items.

In the Kannada interpretation, describing Balagiri Raja's dissatisfaction is given more
attention. When Balagiri Raja returns to the king's fort after killing six brothers of King
Mahibhoota Raja, the performer Shankaramma describes him as being in an angry and

dissatisfied state of mind. This is because he discovers that the king and all of his courtiers are
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not present in the court. In this part of the story, the performer states that Balagiri Raja was in
an enraged mood. Only in that enraged state does he begin to inquire about the king with the
three old courtiers, and he does so by scolding them with foul and abusive language before
warning them to speak the truth or else he will behead the three courtiers. In contrast, the
Telugu version of the story the narrator simplifies the dialogue and interaction between the
courtier and the king. She tells the story in an extremely straightforward manner. She simply
states that he enters the King's court, but Balagiri Raja is unable to locate the King, and he
calmly inquires about the King with the three older courtiers, despite the fact that he is

extremely frustrated.

The Kannada version has very detailed descriptions of the picturization of the
characters. When we compare the characterization in Kannada and Telugu, we can state that in
Kannada, some characters have been depicted in a more glorified way, whereas the same
character in Telugu has not been seen as we see them in the Kannada version of the narrative.
This is because the Kannada version of the story is performed more in the Kannada region.
The character of Krishna Neelaveeni is shown as a brave and honourable woman who serves
as an example to everyone around her. In order for the character of the queen Krishna Neelaveni
to obtain a child or a blessing from Lord Shiva, the narrator in Kannada has complimented her
womanhood as well as how courageous she was and how much she loved both her son and her
husband. In addition, the narrator has shown his admiration for her son. In the Kannada form,
it is expanded upon by the addition of several adjectives, however in the Telugu version, the

character of Krishna Neelaveni is not elevated to the same degree.

The Kannada narrative effectively portrays the exquisite depiction of the infant's jewels
and the use of comparison. In the Kannada rendition of the narrative, the queen Krishna

Neelaveni expresses her admiration for her son Balagiri Raja through a concise utterance
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consisting of merely four sentences. In contrast, the Telugu rendition used a total of nineteen
phrases to extol the child's virtues, drawing comparisons between him and celestial bodies such
as the sun, moon and stars as well as esteemed figures like kings and warriors. Moreover,
while adorning her son's body with ornaments, she bestows commendation onto him,
accompanying the placement of each ornament. The persona of Balagiri Raja is skillfully
personified by the narrator through the adept utilisation of her lyrical talents. On the other hand,
the Kannada rendition of the narrative does not exhibit a comparable level of utilisation of

poetic elements.

The acquisition of knowledge in reading, writing, and fighting techniques by Balagiri
Raja is depicted similarly in both versions, highlighting the significance of schooling and the
educational process. Furthermore, the teacher-student connection and the concept of gurukula

are vividly portrayed in both the narratives.

The alteration of names is evident in both narratives. The portrayal of the character of
old lady Jeerla Nagamma in both Kannada and Telugu versions of the story has introduced new
perspectives. Jeerla Nagamma assists Balagiri Raja in acquiring Padmarani. The character of
Jeerla Nagamma is robust. Furthermore, it is worth noting that the aforementioned character,
Balagiri Raja, is closely associated with this particular aspect. Due to his exclusive reliance on
her and his exclusive trust in her. The author has crafted the character in a captivating manner,
resulting in a debate between Jeerla Nagamma and King Mahibhuta Raja that is characterised
by a defiant tone. The vocabulary employed by the narrator remains consistent in both versions;
however, in the Telugu narration, the name "Jeerla Nagamma" is referred to as "Tamil

Nagamma."

The episode exhibits distinct narrative styles. When Balagiri Raja attempts to enter

Padmarani's Palace, the narrator Shankaramma presents the story in a distinct manner in



148

Kannada, as opposed to the Telugu version. The narrator has employed a variety of lexical
choices and tonal variations in the storytelling process to portray the persona of Balagiri Raja.
The portrayal of the Balagiri Raja persona differs between the Kannada and Telugu versions.
In the Kannada version, the character is glorified, and a comprehensive account is provided
regarding the challenges he encounters and his strategies for overcoming them. However, in
the Telugu version, when Balagiri Raja enters the armour palace of Padmarani, the narrator
describes the palace as being constructed entirely of gold. Additionally, the narrator mentions
that the armour bed is also built of gold and silver. On the other hand, in the Kannada version,
the narrator does not provide any information regarding the composition of the armour palace.
She simply mentions the palace of Princes Padmarani. It can be observed that the narrator has
altered their tone and choice of words to suit their own convenience or to cater to the needs of
the audience. The artist adapted the narrative to cater to the preferences of the audience,

resulting in various additions or omissions of tale elements in both versions.

The performer, Shankaramma, has explained every aspect of King Mahibhuta Raja's
kingdom and his evil disposition, even as he introduces the character and his daughter in the
Telugu version. However, in the Kannada version, the narrator Shankaramma merely provides

a straightforward explanation of the Mahibhuta Raja..

In the Telugu version, the character of Polavva, a blind lady, is portrayed with a detailed
description of her unattractive appearance, including specific features such as her nose, eyes,
and teeth. However, in the Kannada version, the character is introduced solely by her name and
her blindness, without providing any further physical details, and the story proceeds
accordingly. Therefore, it may be deduced that certain people in the narrative have either been
entirely overlooked or shown in a much diminished capacity.The informant in the Telugu

version has employed a highly extensive lexicon to elucidate many characters such as
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Mahibhuta Raja, Polavva, Krishna Neelaveni, Padmarani, and others. However, in the Kannada

version, she merely introduces the character and proceeds with the narrative.

In the narrative, the storyteller draws a parallel between Padmarani's predicament of
falling into the well and the symbolism of a flower. However, it is worth noting that such a
similarity is not commonly observed in Kannada language. In the Telugu adaptation, the
character of Jeerla Laxman is newly added, and the narrator proceeds with the narrative. In the
Kannada version, the storyteller Shankaramma provides comprehensive details of Jeerla
Laxman, including his occupation, his modest behaviour, and his important role in assisting

Padmarani in her rescue.

The consideration of women in the narrative has been given greater significance. The
narrative of Balagiri Raja portrays female characters who exhibit remarkable courage and
strength. The story provides insights into cultural customs and rituals that highlight the elevated
status of women, as well as their heroic deeds. It also sheds light on themes of women
empowerment and their societal duties. The narrator, being female, ensured that the portrayal
of female characters in the story was on par with that of male characters. The narrator also
distinguished between the traditions and cultural customs upheld by women in the Telugu and

Kannada regions while recounting the story to the listeners.

The narrative elucidates the manner in which women should demonstrate devotion and
equal respect towards their husbands, similar to the devotion accorded to gods. Through
engaging in this practice, individuals attain salvation. In the scenario presented, Padmarani is
depicted as carrying the body pieces of Balagiri Raja on her head. This action is motivated by
her belief that Balagiri Raja had come to marry her and subsequently perished within the
confines of the armour palace, all for her sake. Once she gathers all of the body parts and asks

her father to bring him back to life - he declines - she transports his remains to his realm. In
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this narrative, the storyteller portrays the role of a woman who exhibits profound love for the
protagonist even after his demise. She expresses a strong desire for his revival and demonstrates
a willingness to do whatever measure necessary to achieve this outcome. However, in the
Telugu version, this particular portion of the story has been expanded upon and exalted the
concept of womanhood. The significance of women's devotion and affection towards their
husbands is eloquently conveyed. However, the exaltation mentioned is not commonly

observed in the Kannada language.

In this episode, blind Polavva successfully persuades Balagiri Raja to execute
Padmarani. Balagiri Raja, upon being convinced by Polavva, commands the butchers to chop
off Padmarani's head , as he believes she poses a threat to both himself and Polavva.
Consequently, the butchers take Padmarani to a designated location for slaughter and inform
her that she should bid farewell to her parents before her imminent demise. Padmarani
recollects her affection for Balagiri Raja and the reasons behind her deep love for him. She
questions the motives behind the actions being taken against her, expressing her willingness to
remain devoted to her spouse even in the face of death. Padmarani expresses her unwavering
affection for him, extending her love not only till her demise but also beyond it, as she responds
to the Butchers. The story has been extensively elaborated upon by the narrator Shankaramma
in the Kannada version, however in the Telugu version, it is presented in a concise and

straightforward manner.

5.3 Bilingual Narration of Kamboja Raja Katha

In the initial sections of the narrative Kamboja Raja Katha, the narrator Shankaramma
provides a depiction of the formidable military force commanded by Kamboja Raja. This force
is composed of a stunning seven hundred thousand soldiers, including a force of horse-mounted

men. Additionally, Kamboja Raja is noted to hold an extensive agricultural field spanning



151

seven thousand acres. The individual gained renown in the neighbouring nation because of
their affluence and luxury, as they cultivated a wide variety of grains, fruits, and flowers. In

the Telugu version of the narrative, these elements are entirely excluded.

Shankaramma, the narrator, made it quite evident that Kamboja Raja had seven wives
and that he provided each of them a separate palace. However, he never lived with any of the
six queens who were older than Siridevi. Siridevi received greater affection from Kamboja
Raja. He used to visit her palace and they would have meals together joyfully. Storyline centres
around Siridevi, who is given greater prominence in this instance. Siridevi is given the most
significant role in the story by the narrator, who also described her character and beauty. Even
though Kamboja Raja had seven wives, he only talked to Siridevi about his problems. This
highlights Siridevi's personality more and depicts the bond between the king and queen as well

as the narrator. The Telugu narrative appears to be lacking this section as well.

In the Telugu narrative, the narrator Shankaramma recounts that the queen Siridevi
proposes potential solutions, suggesting the construction of a temple in Kashi and the
possibility of enduring hardships similar to the Pandavas in order to obtain the blessing of a
child. She advises the king that if the boon is still not granted by the lord shiva, there are
numerous people who are also without children, and they can live in a similar manner. Her
intention is to console the king. However, Kamboja Raja, plagued by the farmers' remarks that
he is infertile, fears that his mere presence may adversely affect them. Consequently, the
farmers express their reluctance to work or reside in the king's kingdom and request the
settlement of their accounts. The Kannada version of the narrative does not provide a detailed

background information of this particular aspect.

King Kamboja Raja embarks on a quest to obtain a boon, venturing far from his

kingdom. His intention is to come across a saint or deity in human form who may provide him
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the blessing of progeny so clearing him of the stigma associated with his infertility. However,
his effort proves unsuccessful as he is unable to secure the desired boon. With a sense of
anguish and emotional burden, he returns to his kingdom and expresses to his spouse his
supposed incompetence in obtaining the blessings from sages or deities. He articulates his
relentless initiatives, however laments his inability to secure the desired boon. Subsequently,
Siridevi approaches him and provides comfort. The complete occurrence is not portrayed in
the Kannada rendition, and the narrative is altered by incorporating this episode into the Telugu

version.

The farmers made a formal plea to the king, urging him to seek guidance from the
Hindu almanack. In response, the Brahmins presented themselves at the royal court, with a
book containing information from the Hindu almanack. Upon vocalising the term 'govinda
govinda', the Brahmins were granted access to the court and proceeded to level accusations
against the king's father, alleging his involvement in the heinous act of murdering a sacred cow
entity known as Gange. Moreover, it was disclosed that the cow was in a state of pregnancy
and on route to Kashi. However, due to its hungry desire to eat, it had deviated from its intended
path and stepped into the garden belonging to his father's farm, where it proceeded to indulge
in the consumption of various fruits and leaves. Observing this event, the father became
enraged, preserving concerns that the cow might cause harm to the carefully tended garden. As
a result, he proceeded to employ a handgun to shoot the cow. Following its mortality, the cow
conferred a curse upon the monarch, foretelling a lifetime of childlessness and a miserable
existence until the monarch's own demise, at which point the curse would be inherited by the
subsequent generation. The curse exerted a significant adverse influence on the Kamboja Raja.
He engaged in a wedding with six women in an endeavour to have children, although without
success in attaining the objective. The Kannada version provides a more comprehensive

exposition, while the Telugu narration excludes the portrayal of the cow's death and the ensuing
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curse. The cow's consumption of leaves resulted in the king's displeasure, leading to its demise
by means of a gunshot. In this analysis, we observe the transmission of a curse over generations.
The narrator employs a broader range of terminology to provide comprehensive details
regarding each occurrence, commencing with the cow's entrance onto the farm. Furthermore,
a meticulous depiction of various fruits, flowers, and vegetables is presented. This text
examines the process of cow death and the associated experiences of misery. The Kannada
performance clearly portrays the sufferings experienced by both humans and animals. This

demonstrates the narrator's frequent utilisation of the articulation approach in every episode.

According to the narrator Shankaramma, Kamboja Raja has constructed a temple in
Kashi and has also established his presence in Delhi by displaying his flag. This indicates that
he has undertaken a significant journey in order to acquire the kid, in addition to his
philanthropic endeavours. The narrator endeavours to convey to the listener his profound
eagerness to become a parent, demonstrating his willingness to undertake any means necessary
in order to achieve this goal. On the contrary, Shankaramma argues that within society,
regardless of one's status as a king or ordinary person, the absence of children in their life can
result in societal mistreatment. The artist adeptly elucidates the persistent issues that have
endured from the past to the present. Artists depict the juxtaposition of present and historical
eras, suggesting a lack of progress in society. Furthermore, the narrative places blame on the
ladies being described. The underlying message conveyed to the audience is that when a
prominent figure such as King Kamboja Raja experiences infertility troubles, it is important
for us, as ordinary individuals, to refrain from attributing blame solely to women. Instead, we
should strive to embrace acceptance and find contentment in our lives. The comprehensive

depiction is not present in the Telugu narrative.
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In the Kannada version of the narrative the Kamboja Raja asks his ministers and farmers
how he should get rid of being barren. Because that matter was troubling him more. By listening
to the king's problem the people suggest calling Joshi, the Brahmin who checks Panchang
(Hindu almanac) so that he might get some solution. In Kannada, the fortune tellers use silver

stick and they reveal that it is due to his father’s deed of killing Gangamaile that he is suffering.

As per the instruction of the fortune teller to get rid of the curse of the cow the king
starts to collect all sorts of seeds and he has to cultivate a barren land. First he has to dig up a
well and after that he has to clean the land and sow the seed. If he is successful in growing
fruits and grains then he should wait for the birds and animals to come in his field and consume
the fruits which he has grown and they should bless him for feeding them then only the curse
can be gotten rid off. But in the initial trials of digging a well the king fails because the devil
was residing in it and it was drinking all the source of water, which Kamboja Raja used to dig
to get that source. Due to which they will not get the water in the well. The labour of both
Kamboja Raja and Siridevi by doing labour work for six months. The other six wives won’t
work and abuse him and say they cannot work and they leave the farm. They stay in their
palace. Siridevi says I will be with you, don't worry, I’ll do the work on their part also. They
work in the field for 12 years and they grow all sorts of fruits, flowers. This complete scene is

not available in Telugu narration.

In Kannada narration, The serenity and love of Siridevi towards Kamboja Raja is
elaborate by the narrator in with lots of adjectives in admiring her character, nature, beauty and
understanding the needs of her husband and praises her as an ideal woman. While all the six
queens deliver the baby, nature acts very oddly so he calls an astrologer and asks him to check
the horoscope. Why is it happening? Then he replies that all your six wives delivered six boy

babies, then the king says that at last the Lord Shiva has blessed me. [ am thankful to him. With
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happiness he moves towards the palace and sees all the children. This situation is shortened in
the Telugu narration and no description of the babies were provided and the celebration is not

elaborated.

Kamboja Raja refuses to give alms first because they are ‘Dasaru’ (followers of
Goddess Durga) because he was the staunch follower of Lord Shiva, that’s why he refuses to
give alms and tells him he doesn't have anything. This is told because in that region Shaivites
are more in population and these people invite. The impact of Shaivism is seen more in the
Kannada version by this example. Budagajangama people perform in their home for
ceremonies. So according to such a situation, culture and religious aspect they mould the story
according to the needs of their audience. The narration is always based on the audience and
gets changed according to the locality and the religious aspects of that particular place and the
local deity also plays an important role in it, because they first perform the ‘arathi’ in the local
deity’s name because all the performances are performed in the temples or at the residence of

the people who invite them on some special occasion.

Siridevi bathes her head before approaching the deities to seek their blessings. Saints
assert that his late arrival renders it impossible for them to bestow the fruit upon you. Siridevi
weeps in agony as he curses the deity that caused his eyes to fall to the ground, his children to
perish, and the Ganga within him to dry up. Permit your golden palace to catch fire, and permit
me to pour soil over your silver palace while I severely blaspheme God. The discourse
primarily concerns the saints, and she declares, "You individuals have done an injustice to me."
They say that you will receive your fair measure of happiness, so do not be disheartened, before

leaving. The Telugu version does not contain these particulars.

The artist employs varying names based on the location's specifics in order to establish

a connection between the audience and the narrative of their respective region. This facilitates
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the audience's ability to embrace the story, as they can readily identify with the themes, names,
and locations mentioned in the story, which bear resemblance to their everyday experiences.
Consequently, this engages the audience and enhances their engagement with the story. In the
narrative of the story, the character Siridevi mentions that the market is referred to as ‘Bagadi
bazaar’ in Kannada narration and ‘Begum Bazaar’ in Telugu narration. In the Kannada version
in the nearby town of Chittapur, a market opens up every Tuesday, recognised as 'Bagadi
Bazaar' and colloquially referred to as 'Manglvara Angadi'. Similarly, the narrator employs the
mention of 'Begum Bazaar', a well-known market in Hyderabad, to establish a relatable context
for Telugu-speaking individuals. The narrator alters the names of locations, markets, and

deities in accordance with the specific location and target audience.

Particular themes such as creation myths, alternative versions of the classics, women
and society, nature and man, and political ballads are explored in the Kannada narration.
Insights into the local social system are offered by both oral narrations. Man-woman
relationships and male-female heroic ideals are the subject matter of these epics. Everything
that constitutes the complexities of life is examined, including food, omens, decorum,

superstitions, childbirth, birds, beasts, animals, and trees.

Transcreation is an important part of bilingual narrative because it keeps the main ideas
of the original story while changing them to fit the target language and culture. Transcreation
considers the various cultural meanings and connections that words and phrases may have.
This makes sure that the story stays true to life and is easy to relate to. Transcreation in bilingual
narrative needs more than just language skills; it needs a deep understanding of both cultures.
The translator turns into an artist by capturing the feelings, style, and details of the original
story and weaving them into the target language. This step might include changing parts of the
story, like character names, places, or even plots, so they connect better with the intended
audience without losing sight of the main point. As a Burrakatha performer, Shankaramma
trancreates the narrative by modifying the story based on the audience and the place she is

performing in. Furthermore, the bilingual narration adds complexity to the performance.
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Chapter 6

Findings and Conclusion

6.1 Summary of Findings and Conclusion

As part of the current study, selected Burrakatha narratives have been recorded and
transcribed into Kannada, and translated into English. Furthermore, the study investigated the
process of translation employed in the bilingual narration of Burrakatha. The researcher has
attempted to shed light on the various factors influencing the documentation and translation of
the performances of Burrakatha. The study asserts that the intricacies of the process of
narrating pave the way to transcreation, in addition to translation. The flexible framework of
the oral narrative makes transcreation and adding vignettes in the narratives easier while also

posing translation challenges.

The present study investigated and documented various characteristics of Burrakatha,
an art form that is prominently practised in select regions of Karnataka, Andhra Pradesh and
Telangana. The documentation process involved two phases - recording and transcribing.
Challenges in recording were mainly related to technological considerations, storyteller’s
discomfort in retelling, inconsistency in storytelling and unclear pronunciation in the recording.
The act of recording Burrakatha oral storytelling necessitates careful consideration of
technology setup to ensure clear audio quality while nurturing the speaker's comfort and
authenticity. Due to the participation of not only the chosen singers but also the audience in the
act of singing, the presence of audio and video recording equipment proved to be of limited
utility. The existence of considerable ambient noise in the recordings created an additional
barrier, preventing accurate capture of the music's lyrical substance. To address this issue, a

solution was reached by requiring that the vocalists vocally recount the songs after their
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performance, thereby reducing ambient noise and maximising the use of the audio and video

equipment.

The narrator was uncomfortable in retelling in an unusual setting as they were
unaccustomed to dictating the narratives. The retelling assisted the researcher in gaining more
information from the artist regarding the significance of each song they sang and its contextual
relevance, which would not have been feasible in the original narration. Because of memory,
perspective, and the contextual intricacies surrounding each retelling, inconsistencies in oral
narratives are a natural component of storytelling. Many reasons can cause these variances,
including the passage of time, the influence of the audience, or alterations to the story
depending on the location of performance. Example, in the narrative of Kamboja Raja Katha,
the performer Shankaramma adds various adjectives to praise the king and his empire and
renders more detail about the kingdom and his army in the Telugu version which is omitted in

the Kannada narration.

Furthermore, because of the narrator’s age, some character names and words are
mispronounced, causing confusion. While this was not a common problem during the recording
of the selected Burrakatha narrative, the researcher had to pay close attention to the performer
in order to avoid errors in the transcription phase. Because the narration is bilingual, the

pronunciation problem is exacerbated.

There were some challenges during the process of transcribing Burrakatha narratives
as well. Those include phonetic quality of the narration, issues related to context, editing and
interpretation, untranslatability of the non verbal cues and cultural references. The language of
the narratives has an inherent cadence that is only expressed during the performance. The
melodies of the songs could not be represented in writing either. Some of these sentences are

used by the co-performer in the middle of the main narrator's narration, for example, in the
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starting prayers before the performance: ‘shiva shiva mahadeva hara hara mahadeva’,
‘tandana tanda raguva nandana’, and ‘henta kasta bantu tayiii’. These lines are repeated
throughout the narration, giving the primary performer some time to relax and recollect or
move the plot along. The utilisation of rhyme schemes is prominently evident in every
narrative, wherein the performer employs comparable rhyme schemes to delineate the names
of individuals and towns in order to aid in the recollection of said names and locations. For
instance, Bandebaje Rao ruled Badegao, while Buransab ruled Bhuranapattan. This further aids

the audience in recalling the names and locations of the characters.

Metaphorical and symbolic themes, as well as ambiguity, frequently appear in oral
narratives. It is challenging to precisely portray the intended idea in written form. Oral
storytelling may involve gaps in information, interruptions, or omissions. Transcribers may be
forced to rely on contextual cues and their own discretion to fill these blanks, thus introducing
a subjective element. Interpreters and transcribers may unintentionally bring their personal
preconceptions or opinions into the transcription process. This is especially true when it comes

to delicate cultural or sensitive matters.

Nonverbal cues and gestures that follow verbal statements are omitted when
transcribing oral narratives, potentially leading to a loss of context or meaning. Oral narratives
are more than just sentences made up of words; emotions, gestures, and settings are all
intertwined into the story. The absence of this context can reduce the complexity and depth of
the narrative, leaving gaps in understanding and potentially altering the intended meaning,
because the environment in which the tale is told can influence its relevance and interpretation.
As non-verbal cues are not transcribed, they are also missing from the translation to English.
Important non-verbal cues can be retained in the transcription by explaining them as part of the
narrative. These can then be carried forward to the translation process. Another related

challenge concerns the process of choosing which content should be included and which should
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be excluded. Non-essential elements are intentionally excluded in the context of oral narratives
to ensure that readers can comprehend the narrative without surrendering its intended meaning
and core. Hand gestures are often used by the performer to indicate the movement of a blade

or the expression of a character.

Furthermore, certain cultural components and circumstances in the Burrakatha
narrative were foreign to the transcriber, posing difficulties in comprehending and transmitting
the intended meaning in writing. Specific traditions and historical events were mentioned, as
well as idiomatic idioms. In some circumstances, the researcher acquired additional

information from the performance and added it into the transcription as notes.

As the stories in Burrakatha are based on regional traditions, customs, and folklore,
preserving the cultural elements that are crucial to the source narrative is a translation
challenge. The term ‘Bhasunki’ has a specific cultural significance. It is used to symbolise the
day before the wedding when the bride is handed to the bridegroom, the father places the bride's
hand in the groom's hand, and the marriage ceremony takes place the next day. There is no
parallel in both South Karnataka culture and English culture. These idiomatic expressions are

difficult to translate into Telugu, Kannada (South), and English.

Another significant challenge in translating Burrakatha narratives is the linguistic
difference between English and Kannada. To address this challenge, translators need to do
considerable research and consult native speakers in order to develop alternate ways of
conveying the intended message. Furthermore, the difficulty lies not only in locating equivalent

phrases, but also in recreating the meaning and impact of the original idiomatic phrases.

Burrakatha is frequently a mash-up of languages and dialects, including regional
dialects and colloquial idioms. Burrakatha are profoundly ingrained in local culture, and many

storylines contain regional references, idioms, and expressions. For instance, ‘Gadda bhenki
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hatdaga bhave kidarere antha’ means ‘when you are thirsty, you will begin to dig a well’. It is
similar to the preceding example in that it has the same meaning and is used to convey comedy,
satire, and metaphor in narratives. It is impossible to convey the exact sense of comedy to an

English audience because it is cultural and geographically specific.

Figurative language, such as metaphors, proverbs, and usages, presents both cultural
and linguistic challenges. ‘nin bayaga maanu hakali’ and ‘nin mayaga maanu surili’ both mean
‘to put earth on your grave’. This is commonly used as a curse in slang, particularly in northern
Karnataka. Similar usages can also be seen in Telugu districts surrounding Karnataka in
phrases like ‘ne mida mannu poya’ or ‘niku bondala gadda lo pettala’. Certain metaphors and
proverbs can be found in both places; the only difference is the language variety. The
translation strategy used depends on the metaphor and the contextual purpose it serves in the

source text, while considering the sensibilities of the target culture.

To connect the audience with the narrative of their respective region, the artist utilises
a variety of identities that are specific to each location. This enhances the viewers' capacity to
connect with the narrative, as they are able to instantly recognise and relate to the locations,
names, and themes that are symbolic of their own daily lives. This, as a result, enhances the
audience's involvement and participation in the narrative. In Aryavara Katha the narrator
provides Telugu-speaking individuals with a relatable context by referencing the renowned
market in Hyderabad, ‘Begum bazaar’. Depending on the precise location and intended

audience, the narrator modifies the names of places, marketplaces, and deities.

Consequently, the primary objective of the research was to provide English translations
of the songs in order to facilitate readers' comprehension of the issues and topics addressed in
the folk songs, as well as to offer insights into the broader cultural context of the community.

The translated Burrakatha folk songs should be customised to a reader-oriented approach,
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considering that readers may be encountering a compilation of these folk songs for the first
time. When translating folk songs into Kannada and English, there were issues in replacing
terms in the north Kannada language that did not have their equivalents, or they occasionally
had close equivalents in Kannada but not in English. The accurate translation of certain words
into English may not fully capture the cultural meanings they possess. A few illustrative cases
are included below in order to elucidate the findings. The term 'Yellu amavsi' used in narration
of Aryavara Katha encompasses a multifaceted amalgamation of significations. The term has
two components, namely 'yellu' and 'amavsi'. In the English language, the term "yellu" is
commonly understood to refer to sesame. The term 'amavsi' denotes a day characterised by the
absence of the moon. The amalgamation of these two terms yields a signification that is highly
distinctive to the linguistic and cultural context of northern Karnataka. The ultimate
significance of the term 'Yellu amavsi’ refers to a festival wherein agricultural labourers or
landowners participate in the observance of a distinctive assortment of vegetarian delicacies
incorporating pulses and green foliage, specifically crafted for this occasion, particularly by
farmers. Bilingual narration in Kannada and Telugu adds another layer of complexity that gives

rise to unique challenges.

Bilingual narration of Burrakatha can be considered translation in addition to being
transcreation, based on the strategy that the performer employs. In the case of Shankaramma,
the Burrakatha narrator, living in the border area of linguistically diverse states of Karnataka
and Andhra Pradesh has helped in acquiring competency in both Kannada and Telugu. She
uses this skill in the narration of Burrakatha. Firstly, Bilingual narration transcends linguistic
code-switching from one language to another; it is an art form that involves handling cultural
nuances, linguistic intricacies, and the beauty of expression across two languages. Bilingual
Burrakatha narrators do not undergo any specialised training but rather learn from experience

and the reactions of the audience. As bilingual narration of Burrakatha involves complex
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cognitive processes that result in deciding the timing of code-switching between languages

based on external factors, it can be considered as a translational activity.

Furthermore, there is no regularity in when the Burrakatha narrator switches between
languages. This depends on the place of performance as well as the language the audience is
more comfortable with. This involves the performer consciously making a decision on the
timing of the switch to a different language, as well as the switch back to the original language.
Bilingual oral narratives adapt and evolve over time, reflecting the ever-changing nature of
languages and cultures. They are dynamic and responsive to the context in which they are
shared, allowing for reinterpretation and adaptation while maintaining the essence of the story.
Considering the communicative aspect of Burrakatha narration, the act of adapting to the

changing linguistic and cultural contexts itself can be considered a form of translation.

In bilingual narration of the story, the performer adds certain elements in either
Kannada or Telugu, which leads to Transcreation. The elements that are added or deleted from
a certain narration depend on the place of performance and the dominant language of the
audience. Bilingual narration not only translates the story but it can also be considered an act
of transcreation, as new details are added to the narrative, thereby creating a new narrative.
Bilingual oral narratives can be seen as either translation or transcreation, depending upon the
specific approach and objective of the storytelling endeavour. Bilingual oral tales that
encompass the direct translation of a story from one language to another might be seen as a
manifestation of the translation process. Conversely, in instances where bilingual oral
narratives encompass the imaginative modification and recontextualization of a tale in order to
communicate its fundamental meaning inside an other linguistic or cultural framework, they
may be seen as instances of transcreation. In case of Burrakatha performances, transcreation
enables the narrator to overcome linguistic barriers by customising the storyline to elicit

emotional reactions from the audience.
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Considering the fact that the community of Burrakatha performers is very small, by
translating the narratives into English, this study aims to enhance the overall readership of
Burrakatha at a broader scale. The primary objective of this research is to document and
translate Burrakatha narratives. Through documentation it highlights the inherent indigenous
characteristics of the folk community and through translation it expands the scope to a wider
audience. Furthermore, it attempts to safeguard the communities that rely on indigenous modes

of cultural knowledge production, hence resisting the homogenization of folk identities.

6.2 Limitations of the Research

The present study is limited to the analysis of Burrakatha narratives exclusively, with
a specific focus on the narratives originating from a particular locality. Burrakatha narratives
performed in the states of Telangana and Andhra Pradesh are predominantly in a monolingual
manner using Telugu language. In the bordering regions of Karnataka, the performance of this
art form takes place in two languages, i.e., Kannada and Telugu. This linguistic duality
distinguishes it from other art forms. Furthermore, it has been observed that the practice of
Burrakatha is predominantly carried out by men in the regions of Telangana and Andhra

Pradesh, but in Karnataka, it is predominantly narrated and performed by women.

There are similar types of narration and folk tales available in Kannada in some regions
of Karnataka. But among them, this is one of the folktales that is endangered in many aspects.
The researcher has limited his study due to the limited resources and time, but has also found
that it is important to focus on this endangered folktale in all possible different aspects rather
than one, which will help to know its historical, social, political, regional and most importantly,
its linguistic aspects as well as its future aspects. Another important reason for the limitations
of his research is that this research deals with the bilingual aspect of the Burrakatha to focus

on the issues and challenges in bilingual narration.
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Nevertheless, Burrakatha bilingual narration is just one example of numerous oral and
folk narratives that currently face the threat of extinction. Due to the intergenerational
transmission of this art form, there exists a lack of formal mechanisms for preserving and
transmitting this cultural memory. Due to time constraints, a selection of well-known narratives

are documented while taking the informant's age into consideration.

The translators are unable to interpret the meanings identically due to their dependence
on subjectivity, creativity, time, space, and location, the semantics of the oral texts will differ.
Given that all of these explanations cannot be applied simultaneously, narrative may acquire
new meanings while also losing its former meanings.The challenges in documenting the oral
narratives in Kannada and English, especially in countries like India where there are different
languages and cultures. Since oral narratives often exist among unrecognised languages, micro
communities or dialects, the task of the translator is to reconstruct oral narrative text without
losing its essence while transferring it to written form from the oral form. This becomes a two-
tier or three-tier process, depending on whether the translator is familiar with the language or
dialect of oral narratives or not. Additionally, certain habits of the narrator, such as coarse

language, can also prove to be a major hurdle to translating oral folk art.

6.3 Scope for Future Research

The scope of this study is not restricted to the documentation and analysis of three
Burrakatha bilingual oral narratives from translation perspective. These narratives have been
documented from the locations within the Chittapur taluk of Gulbarga district in North
Karnataka. The issues pertaining to the transliteration and translation of these narratives into
Kannada and English have been thoroughly examined. In an effort to convey the fundamental
meaning of the songs, an effort has been made to provide a prose translation for the benefit of

the readers. There was endeavour to provide the contextual background of the songs in order
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to assist the intended audience. Additionally, the researcher recorded them in Kannada
language. The present study primarily focuses on the descriptive analysis and collection of folk
songs, as there is a notable absence of important scholarly contributions in this domain. The
chosen songs have been translated into prose format, disregarding elements like rhyme, rhythm,
intonation, and other related considerations. This decision was made due to the inherent
challenge of preserving all these qualities in a translation without compromising the overall
content. One of the drawbacks inherent in this study is the selection of a limited number of
three stories, neglecting the broader range of narratives accessible within the community.
Numerous additional genres of music, which have been omitted, can be incorporated into future
research endeavours. One may also prioritise the accurate translation of such narrative, given
that songs are designed to be performed with their inherent elements of rhythm, rhyme, and
other musical attributes preserved. A concise overview of the contextual aspects of the songs
has been provided. Subsequent research initiatives could look into the contextual nuances and
expound upon the cultural dimensions inherent in the folk songs of the Burrrakatha and

Budagajangama populations.

Since this research is the first attempt to document and translate the bilingual art form
of Burrakatha narratives, it can pave the way for further research on this artform as well as the
community which practises this artform. Which will ultimately aid in preserving this
endangered artform . Considering this research as a foundation and initiative, proposals on a
larger scale can be made, which include government initiatives as well, such as the integration
of Burrakatha into school curricula or the organisation of events with the purpose of educating
younger generations about this traditional art form. The organisation and implementation of
cultural festivals and activities with the objective of showcasing Burrakatha and other

traditional art forms in popular culture.
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Documentation initiated the systematic process of recording and documenting
Burrakatha bilingual performances, stories, and practises, which can be considered as the
objective of creating a repository of Burrakatha immediately and many such artforms in the
future, that may be accessed by future generations. The allocation of monetary aid and
incentives to Burrakatha artists and troupes in order to foster and maintain their continued
involvement in the practice and presentation of this artistic tradition can be done. Enabling the
proactive engagement of local communities in the conservation and advancement of
Burrakatha as an essential element of their cultural heritage through awareness programmes of
folk arts and the endangerment of them can be thought of. Manifesting these steps enhance the
probability of ensuring the ongoing growth and development of Burrakatha as a key constituent

of India's rich cultural heritage.
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Roman Transliteration of the Kannada Narratives

aryara kathe

$r1  harirama—ramaramasundari rajadéSasodari viragadiya désadolaga akkadalli pattana
kallesakote mallisa kote iddada bandi bajerava rajana hendatiyaru nanna tayi pandévi a bajerava
hottayaliga 3 makkalu diiddava nagandra rava, naduvinava siddojirava, sannava khanderava. 3
makkala muttu ratna manikya manigalisikandana, eniddare ena sarthaka? tandi
beékaddugalisikandana tandi nagendrarava nanna ppa 3 makkalu siddojirava khanderaya
ibbarumakkala manetana hontihiigtara tandi dadigavaga onda maga, badagavaga onda maga,
tandi nagandrarava hiriyara kattadiryaga duddava s€rikandana. §iva muttaratna manikya
bekadagalisikandare tandi doddavana hotteyalagi 3 mandi agtada nagandrarava hendati §amabayi
sindoku ramabayi khanderaya doddavana hendati nannam'ma darakabayayi a tayara hottayalaga
3 gandasa makkalu 2 hena makkalu tandi khanderaya hottega siddojirava hottiyala makkalilla
huttuta ibbaru goddavaru banjeyavaru dadegava badagava s€rikandana serikandare avara kati

akadirali.

1 doddava hiriyara katteda patnadolaga tayi tandi s€ri jopana mutikandu niragala
kalamaduttiddu. kalamaduttaddare madata maduta tayi tande ibbara meéttugagi kalavadaru.
kalavadare tayi-tandi sattarendu ibbara anpatam'maru"nivu bandu navella kaltu tandi
mannamadalu kalamadama bari anta" citti baredu doddava kalastana kalisidare tandinodidare
enantara ibbaru"enappa tandi narandrara ninagondu namd namasakara tandi namage 1ga baralaka
agadillu niné doddavididdi kaitelagd raitarana hidakanda dahanakalamadu" dahana kala
madaréndare idena $abda bantandu ellarahidakandu diiddava kalamadida, dahanakalamadida. 8

dinakka tayiyillavadalu. tayikalavadalu ellarahadakandu tam'ma dévaré"niva barabéku bandu



Vi

dahanakalamadi hugab&kendare" "annadavare namaga kelasada bakalakagaveldu" antu
siddojirava tandi papatma barallilla avana barallilla ivana baralilla tayi tandina doddavané

dahana kalamadida.

doddava tiragasérikandu madi yilladoriga madi madtana munji illadiiriga munji madtane. dana
sarma olidu kattidu madakante tandi Graga s€rikandana 3 makkalu gandamakkalu, sannamakkalu
2 hena makkalu, doddaki kaiga bandalu kaiga bandare a magala kadinddi 1 magala yarigarakottu
madimadabéku tayi tandi kantakandu yavaga lagna mahiirta mibéku andare sanna magalu
rukuvabayi kavagatale doddakina kottu madi madabekendu 12 ane vajja mattu ratna manakya
béruddardti magalu kottu madimadananta de'esaraju tirugidare akkanatakke varasigalillu désa
leruge ella huntondaru 1 hanamagalu enalli huniddariga 1 hanamagalu kotta madimadamandu
padakunta niididare, allige 360 haradari alli yara paté, andare burandasara ptye byaga raju
buranasaba. araja bunasavaga lagna illa, muhartayallu, avaga kottu madimudamandu aragara
kagada hedidu karda baradu"enayya baranaraja 1 magala koddu maduvi madatini nibarabika
maga" avaga aburana sabana tandikarisi a buranasaba patédolaga kalisi T magalana lagna madara
tayige kottu hanga lagna madatana idévardlaga lagna madatana tam'madalli hare enappa
tam'madavara ibbara"nim'mahotteyalaga santana agaidant hottiyolaga dodda magala kotta nava
maduvi madam ella sambhramalinda baréppa tam'madorandu anna epvo tandi pareparikelaga
tam'madiirige bédikandare" tam'madiira enantara anna nibabbane ididi tansadorakotta maduvi
madalaka namaga karikalasalakkaledi baritivappa andu andu a lagyaru ibbara tam'madira
bandare doddava nagandrarava sidkoji rava khandéraya 3 annatam'mara kodikanda a
buranasabaga kotta tayi henga lagna madutara suta 4 haliga lagna patra harasi sutta 4 halli jana
bandada ira ji elli nintakanda a tayi kottu madimadala matadara tandi varaga janaru mandi nodi

enanta $bda nivanana inama kodattiddi 1 inama ellariga gottu'agabéku andara amina



Vii

nagandrarava siddujirava khandaraya kuntakandu arthamani barbade madi a magalaga inama
kodatara. 12 ane horotu khajana kodtara 12 onte horota belli bangara kotvara male rattana vajra
manikya artha mani ambudu magulige aliyaga inama kotva lagna madikodataga istha inama
kotva maduvu madikotvaré artha maninne barabada ayitu, maduvi madi amaga tandi sutta 4
mandi doddava naréndrara kuntakandu hériga madi madatana tandi $abha lagna madutana
nannastu dudidukattura rimbaya vadadaranagale vaddaga tandi 3 divasa mudirammuddu
lagnagalu 4 dina madtare nagola bilastara 16 namana $ubha lagna madi inamakt Grana vara
mandi kaltu ella makkalu 3 tandidiira nantakandu magalaruli tolada namaskara madi ahalaga
nanasadakara madi ellu arthamandi baralli madi avarige inamakotvu kalisidaru barasaba patéka
baranasaba tayina karakandu horata banda. bandu avara patédolaga avara serikanda avara kati

avaradirali.

madimadi kattagalige doddava nagandrarava iiratnaga makkala hedakandu kalamadatana ondu
dina  hottayittu, 2 dina hottayitu, 6 tingala hottadagalige tandi  padanodada
nasuvananoddivinantana"enappa tam'ma khand€raya ninagondu namanamaskara hiriyaragalisi
galige doddavara manage kai yaga avana kai k€laga raitahara manikalikai surara avanakaiyaga
adodda gomusti, amaga anthavana manegada nava kai mucakande kontare asanaki koda maduvi
madidare mani'ella barabada madatana, varigasiya ballidu kettadu bélli bagara yaddada illada
ella jalajala madatana, n'yayavallavarsa navidé taiminaga makkala sannure hara idé€ taiminaga
hogi annaga kéli bhaga navu kéla barabéke," tam'ma nahélida mata nikélibékendu khanderaya
ennatara"anna siddojirava ninaga namaskara madatini anna hogidhu ntayavalli darmavalla,
manaragalisidda nam'ma manarada navamanimala honta bandidi, tandi maniga navidivi belli
bangara ttadu ratna vajra manikya kiidalakada taralakada btadanna hogabtada annabadava hana 5

mandi makkalu btadanna hogabtada" anta hé&lidara kélallalla naduvi kélallillu nibandare ba
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iddaremanegayaru nahogi napala hancakanda baratani noda anna kaliga bidda sannava
kelikandare naduvinavakelilla kéladiddare nihoga mundugida naytuka yarali nanu baralenindu
anna tam'maru ktalu kuduriyu lakuntu bendabajaya sangada halagiru sangata dadagama bitva
bidaga bidva margsakiitaga baratara ibbara anna tam'maru annana balige bandara kékeriga
bandarakata ebandu $ivane bandu nintaru nintara"namaskara anna" anduru yaru po'o'eédarebaredu
bandirallavu enakelasa hélakiirappa tam'ma dévaré.nimadana kesalada ena kadime biddada
namagana kadime biddalla manara ada. 1 hariyara kateda pateyalaga s€rikandidda hiriyara
galisiddallu aythi mattu galisidvallu tayi tandigalisidda ella ninakadiga adu iga dodda
magalamadi ardha mani barabarada madidi, innu 4 mandi hara avara lagna madi ella barabada
maduti. adaka T maniyaga pala hancavarige bandivi anna" "ntayavallu tharmavalla tayi idu pala

hancada b&ki nimaga kadime biddare béruda takanda hogi pala hancadabtada" tam'miduvarandu

bedakantana"

0 sidojaraja khanderaya kalabilani tam'ma ntayavalla nih€lidare nakelidillu esah€lidart
palahancikodabéku bédabéda palahancudu bandilla, bhaga hancuda bandilla," anta annahélidart
avara gatti hancabékendaru kéllilillu andake avaga anna nodi"tam'ma yavaga nibanda palahanci
andara nava oganda hendati naka mandi makkala kaiyaga hadakanda horaga nindaralevi nivi
managa hokandu ididatindu horaga haki pala hancakanda hogaritayalli andaru" avaga anna
helidagalige ibbara anna tam'maru namaga bandaru mattu ratna béli bangara vajra rukka idida
illada ella tandu tandu tandu varasasi'ebanda netta kattiru tandihakidare rasihara Grana munda
jana nintade"tam'madira niva pala hancada ntayudalla 4 mandi makkalahara 1 4 mandi
makkalagi anna doddava hana lagna madabéku muharti madabéku madabéka katvada madabéka
btadappa" anta Giramandi b&takandare kélallu k&lide pala hancalaka nintara paladalaka nintare

nimanna avanige nama kotva niva pa hancaka anduru adara balamatandu avaga 2 bbaru anna



tam'maru bangara katta bangara vandaravada bantakalada kuduri inama kuttara annaga 12
halligalu inama kotvara, halliyandare enthahallivudanda thanda mandi kalamandi avaga kalatana
hodare 24 bandi tumba rokka rupayi belli bangara mattu ratna annaga inama kodabeku, antu ella

pahaki ontigala matala vajra muti belli ratna ella palu haki hanvakanda tam'murige honta hodaru.



Transcription of Narratives in Kannada

LRONCO TS 3

ORTHTOT N0 ToB[RCFD ODIOD Tox DETNROD  FeTTVREFM® V[ BTOTCW.,, TR
CIP[TRE TP HT[e ONTDTOT To IITWY, TonT BOBS FF JewsSeed B, T, ©w, [eds,
2OMRT B DY NPMWI NI VPT IF BPFT, 60T, N WO Fed WO VAYTBHEOR
DO TRTS, WOOLYYBHCOMD [0 JPWI, ONS YRBRCON ONT BIPFI, 30T FdF
Mw%& BezT m% :Wmés, To% ¢33 T[T WD RoToZ FReTD TOTOT DUROT 2808
BRWT FO QOT D TREI. 0NITIOT Ned T IO T80 W, TOOW AN WO AR,
YT [RRFORD  HT WBROZTING NP mI0R Tox BWBeON Tpenededd Teded %esﬁe;m 86363
TRRSRER DTO0TD B, DRTLT "FoH ORFTOOND Tek A DT NYITT OF WFFT T AFT O
TRFFT TRZIRYD T FOTOT DR TOL RREBIZ WOEONJZ WOBOW TeJz $edF, T
TAL, QOZ 308 T[RLPTW YOT TIDL JRVTT 2TOIW, ToROBASN" O &8 [P e &
3e¥NT T BTd 3eFo0mOn B3 Tz TUWEOWRNR T WRWIOZT VO JoTREN TWF FOTOT TWIOB
2O OB TRHWBIO WD TOCW HTTVIN TBREOWLOW AW HRET [PR WHT TP T TOTY
PRRTTOR BOTDT DO "VF o s@a;a@e@desé OB NPAT NPT sNWTT  H NTO 8083
BeTT MYTTORD DT QWO A3 WPFT VWS TRTNTON BREZRTOZ TRT [RRD STWT FOTWT
DY TpeE BREYTD FOLD WO W03 [PBIOZ POIT HOBNIO HEON [IPBT TP O
"YWBEEI0 BT NMOR SORATOI® TFe3ew W Tedww SN TB  FTF IBX  BOTWT  [HET
20eTT" LOTW FO LYBWB ToF TRENWTID ©wOTD THONT Wey), TN om T BONR Bewe
$e® 200MeT WBONTen T INOWR WOMeT  Fededd %ejofmﬁ HWIOW JYR FO TOTI FLOTRN

TR0 BREMTVS To% ITWTD 0TIV IBID OO m@% WOTOW ¢ ToTotReP 360 BTToO Tok



Xi

ST WOT TT/E 3e¥, FYM IDAYC [IPFTIT TWI NBF eTHRTII ANNAPNR FTO DTS
wg\ NON ORI TOTIOS WOBUD NVWSR S8TON STON Tk 360 TTTO WOTR WOBT & Tk zj-g:o
3ess DPIew Do FOTT ANOLD 60BT TBEST T O[O wOWT T[T MR THEIBOTD
3TN SN SRR 0T BT WIHTNET LORT NOTD NOB WOT BRBIOZ ROT "TTHPY T9
DT TRT SRR VLD TINCOTD BRET) OO RNOETD WOTIOW Te=T TS VRATOZ T esd
@00 TP [PR Tk WOB T HOT SN Teedd TeST TT P3N HWOoe TIN B0
BREDOD" ©0Z0 HOWF STON LWON I3t STON 20T Tox BBeO0ND 00T HOT> BOIT
TR 0SReSNT0Z SISEMDY %ﬁmedesﬁ JIINOT Te ooz, TN FO FOTWI BOTZOT 39?@@71
RET BIORTOE & TooW VO AT TOTOW [N Tk TBEON 00T "é@ms@ JITH  Powaw
P T3 To® 0N FOIT PO IOTWIT® I NRRCSAEEMO TRIOTN" LNE 3BT 0T
TR QOZ NN "R ITR IDAYT BREEY YWERT TLFOT NOB/I 9 T3 T SNTT P
J0T WY @ TeIW IIN FOTWT RO T WBITL FWT TTONL e BRCD D IIN
f%@m" "H0 PRIV To% YWHBERT FWIOW NOBA ISR FOI/S ANOSD To PO FOI}S JRFOT
2TSTOW" T Jeww JYR WAN oW Fegoen FOTY [IPRTOW Wit INOW LOWTOMD STJH,
ByBOLD A0 LWBTOW  WWEID  YWWBOW, DYTT TH DB W0 QEBOR, WOMWT
2VOB0OL® AT OWBOW, TR FTTPT, IFOW FIINT WONONTON % NIMD JWe FOAT
JPR T WOTT PARe TeedTNR AT QO OO smmp [PB G WD R, WFY FLdwN
T, FLOTON YWTE BT V0T TeE WO, & TV HOMD BRCW WOWOY IV IW 1 2
IO IB WOBT IVHBOZ T MY WOTOT BNWOZT F; I BITVLOW BIDTD ISTHOR
393 sON onEY, 52;5 NT@T AT TOTRY, YOINYN FJO TooY, wgﬁ@ﬁ SowosEey 360
TTTRO oo [WE IR Tectd WOTRY & TOFRRTMD WO Zo0N 0D e 8T MHOR DOTL

B OB mée QOB RIRNE JREBDTOY JRCRTT WORNPCOTD BTTO 30D TIETOO0RN 30T



Xii
TORTD, dWOOD OB FORD, T O To¥ WHFT VLY VB WTW WOBOW &OWE TN
TReTT TeRT IT W8 HWOTD FOTOT EREWOD" WO WT WD MRWD WO ITRE T
TGeew DYTOE FowN NeT Te[T BHON IIF[P IYRCD WOITORD & TETT MHRZNOT 0T
POBWD. TORTNOT 7 ©OBH NOBIFOLRWO WTT 30V DO 0TI WO WD W TFOR T
WO wITON QWNOW PO HLAWRT § HLWLRTT WAN Tonwe 7 ©OZZ 0 ITHOWEPN IBon
QOTTTY & 0T, [oON BBOWD Rean 2300 WIRORTOW ARV B[IO AW, WD BRL B, AW
20WOT [PH 3TF ¥ TTND IR B[R IT MO 03N 1 o 2 o 12TATI =IY FLTN
ROTOHS BLOWON ToOW ITHO 03PN JoToERE TW/HRRW, 12 04T 3T 033 womwdNOT TF Too
3803peYn ¥T, SRCRCIRCYN TF DBRCLSCIRCTTD, BRCLDNOILEYND BT TF IDONN VYT WO
NRB/ROT® RNOTR IVEY, TNEBT oW TF TYTOMD TOWOT BREITOMR HOTOT 3003
TO[0E, TOTBE TOTPIWD TBREVT SRCWTN BRIT B[IOZ BRFOZ 03T J0TY TTBE
TOR JRCRTR JeR AX0TY DB, WNROED QTIRPCOTD Tl IDIYT WTE oLNR DD
3ReD ©IF DOONR WD IRCD T BRCLOST %t@a DR OB D B[IWE YTTY
e3903PNOT BPNTNOT TT ZeeSOTTOT SIJHOIPN JOTWE VT D W T BREN & TN 39T
DIy dpew) WOomo8 R0 VR B3 %esems BB WTLIEeR gowy," %O mg RPD Ve TePT BIOD
BIOT & THOWAT BITOIACY WY B[IWOF WOTT VBT DVOTOY DR  TTRPY BT
BOTTE ERCTN TFOW NoW N TR FOIRN LREIOW PR WITO [IwoSHION & TI0W

DTTO TS WITTI
BT BT PIOTOTICID
5330 WO TOTOTICD

3050 3OO OMITOIOTTON



Xiii

&F WO TT WNOT 03I

QOB MO MO 1D MOES 2OIIN

308D TBRCTBTI

BRCT PT WOTD 009
) &

00N 3&@ QeeIe

A @"’wow DOTRToF

QAR TBTZ V0ED

TIE BRTL3ER IO

DTOTT, WNTY, ToT HOTRTE  AATNT 309380 O BT 0T DPTVRTID AT BIWATD
D D TNOVER TwE BRIV m@é FEE BRCBEODT TN QD 0T QT @F ams@em
3ReESes NG A MY THF BReRLe, To TREMEERD, TO ¢ [PD IV D3R 3§ ATV
Q 7 ©0BAZ NRBIOW N0 IF RNBROI B B[R DOTOW BTN QWIOR  2.0TON
VROTOW J WINF 0T "WWT DNGe AT TEF WO D WOT IITWO 3PN 03T aoédme
DT BRTPT" ‘DT TRV AT FRWT DTWOON TIT WD ERCFOOF 2.)TD ITLRT DITTD
DT TWPFT BRELZOIRCTT msﬁe@ Teeey 3REYT TOTOT DO TOTVT BN WOLR" RO
¥ [P Y II @@émﬂ WORWH IV X PI, PR VYT O TOTWWI  IRCBIT N
BRCRSIT" TIe|T e, BeeBID 3 Y Fev BT QT [RR 70T NOBROW WP FYN WO
YRR OWBHCOT BRCTBID TERT IIN FOTOT WO 0T 0N TOTHPTY, WROILETT 0083

20T TONI® TRV 20T NKO T0W NRTMD QDY NG AIJNREOT AIN smméd AN =R



Xiv
TN Y, HTY BRCBED YW TR BRCLITY, BED BT, OO WOWT IPTOW T LWOW TN
onOm 9 80Beew WeRTES N¢ FLWOZ I TN Tomw RecTNdTD Teo AT EReLTy
no® 3R ERCLD 70T DN 3eewdd Need TN GRS WoTo 1 FOWT JWRE 85 A 12 IRE
B3 AT WNOT YOI 12 TRE TOIT JEIFLVTON BT 20T T3T BRETVIOT BREN BED RBTOT
WOTT IO ITTY W|OTY D0F  [RTHBE  TPTRI], BONBIY, wEHPBD BN BRCFTTOTT 200
TYWOT TBEYFOW.  CNITOD T TRCYD ONTVIOD Ton: N FHIcw[eed TR ATRT 0%
83 LPONOTH BOTY TBIOW WO Y FPFOW & TOBWIZ IR IAYT BPIWD.  TTHDT
BHCOWTRET & THOW NS HWTOW Tty LOTT SN ©WT TR TREOLWOTW. WO
WORACIRCTT®  WOTRT  BRCTIN  FOTOILY, TEHT  SRBWON VWL T[T [IPBHNWD
BYTOT|RRTOR T TR TOTLY TRELTI0LWD YNLTPRFOT T WOMDT WY HURIRROT
Begrdom ITOW TITOS W|WRR & WOMT WYION FOIPN QLTOR EACLOT DT TRIB[IRA
BRRIOR NOBI JOTTRT [RB 8 TOOIT WWA FOTED TOATT TBeL0T, ¥Ry Bemdees

POTY 930N 9 TATIN T

WIWTTOTTD, O W TR DTY B0OTY SHCRTD DM 2T 3PN W), erio wewT FHN W,
AT R TOWNCYTH D08 FAT 3odeedn Qusom M RN BRCNOTITT. JWHOZH T
BRTOTHZ ToCW AT [P WWORTIY II IR ARG, IR LAY, NSy I I
BRENOTIY T ITRHCOTH T8 THTF TR TOF BRCTVEIOTD, O0NTY, FWARCT  TWNOOT
BRCTT TonId W A TN B3O WIHER, AT PATEOD WINCP, JWMWTI T TYAY VT
WOTT TR BRBIVT "wRW, § Y TOOON[T BN ITNTI ICTOR WT TOIR" WOTY WOBI
BT WW WE WO & FODN ITTOR WOWD "0NT, WM WY FOLRT BRETDTVT WO IV
2 0T FO &Y [PIX], TR WISTOW Towd DT LD FOMOL TONILOW FOMDES Se3mo

TO0N VI WOBT WO NS éémé [POR TOOW %o@mé%ﬁ B D DRV FOW &gﬁo B0AT



XV

20OF womd [PAT OB WO oL WY BT WOTTY & POTT [RAT T[N T, ‘IHee
STEIYT Toz" WOmO "IWAYT WMo DFWTD, ol "B B I 3ITI wozw T, 0TI
©WOTY WTF FTTOR WONA CNTD) W3 W S[PBD POTOR 00 NS TN DVDWF S[RY DBR
QTN 28eTIRMD LONT LWBEHIT B[FY T, B[oveded, YWTTOTD TR DY W TIPTIJ I
3R BReES] BSRe BRedTen T, 3O FREEUD" GTT wE [PD 0T WoTOBEP T¥edn
TREOE WOTD TREOW WOWT VIW [PIT WOITT VNS WNRHN OB "ot dReET" HOow
DTFTY, WOWO © T WTBREBE] oWy, & T FOIN LITOW @ JoW ATIE TWLIIY
WO o Eecky PN M DT SRCRT oL T [PIT Je BW TN WOZ WOURE ARY
TONTO @ WOT0 WOVT WRTLEN BRPTNO oa@m 23e3) M TOBVIPORER TFIND z%e@a@ %003
REo RO T QY IIN TOW AR ToW wpw FNS 07ope L0 wIBeS %ejcmﬁ@@jg
d¥goRUy de Feg3odhey DWW 1397 INON BB o LD IReBID STIREY, [P TOTIONED
THT XD T Fed O SFED DY TOW NI [NOT TvdWT & TRHF oSN HLWIOW TOI
TOT TS SN dnm 30003 TN I BRR IRETOZT TOCW IOD RS TPR IIJTP, B
POTHE TSR A HRCIRET  LTTOWAPN ¥ TO[WY, BROIT w0 IRe@TD Ad

OOTIR  Tonn 3NTos 300 IIT, TE oo 3N 303 D8 [ L.BNPNIR  OOTIR

&Eﬁéﬁ%@@@ﬂj ...........

03 30T



XVi

Roman Transliteration of the Kannada Narratives

balagiri raja katha

yamananda giri rajyadolaga yamandi raja viragadiya désadolaga guruvé mahadéva,, akada
yavado patnada §ivané yamananda raja nanappa rajana hendati krsna nilavéni muttu, ratna, vajra,
manikya, bangara kacéru ella galisyana &na iddara €na sarthaka, 60halli jagiru bangaru kaceri
madi illadoriga madi madyana, munji'illadorigd munji madyana, lagana illadoriga lagana
madyana, beékadu dharma madyana, békada punya madyana, raja bhakti dévara mécila santana
kotila santana villanta cinti madyara phala vilada dukha madyana. yamananda giri raja tandi
kaceri bittu tayi maniga bandu snana jalaka madikandu bhaksa bojanagala tita madi raja kaceriga
hogabéku barabéku kaikelaga raitaru padanodi énanta sabda nuditara"tandi yamanandigiri raja ni
€na galisidare €na sarthaka &na iddare &na sarthaka hottiydlaga putra santana villa tandi
goddavanu banjeyavanu antandu désaka kirti, rajake hesaru, inta kirati padibaradu inta hesaru
padibaradu enayya rajandagaligi" sari ole matu niva kai k&lagida raitaru békandanga 1 raja
kaceridaga raja madakanta iri nahogi putra santana padakanda baratini anta rajakaceri bitu tayi
aramaniga hontabandu snana jalaka madi bekada hala hannu hampala tGtamadi kuntana
kuntu"ene bhama krsnanilavéni nava galisida galika manarada ani kudari onti békada
galisakandivi ena idara ina sarthaka iira horagatana doddavaranta hesara madivi adare santana
villa hotti yolaga phalavila anta cinti madakanta kuntare phala'agatila hénga madada bhama"
anda"udadara kattida ganda maganinaya désela huduki désela tirugi pada kasta padedu santana
padedu barabékapa" andalu sari olematu nane hogibaratini anta tayina bittu kac€riga bandu
raitariga he€li kéli bangara caragedaga nira tagando bangara kacéru kaiyaga hidakandu nettaga
phala santana saluvaga honta hogatana raja nadedu baratana nadadu kala gulli baratava a

ghanadolaga 360 haradari raja nadedu baralaka hatyana bélna kalligd namaskara madatana
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hacana gidaka nirahakatana irugaliga sakari hakatana paksi galiga davasa hakatana ondala
eradala tirugi tirugi raja 360 haradari banda bandare a raja bhakti dévara meccalila raja santana
sigalila ondara dévara matha kanavaladu ondara dévara gudi kanavaladu tirugi tirugi tirugadi
bandu dodda basaragida budaka kunta kuntu cinta madakanta kunta"paramatma na €na papa
madi bittani nanagéntha hottu tandi jagadisa antandu dévara dyana madikanta raja golu anta
dukha madi raja banda na hinda tirugi hotini dévara nana bhaktiga mecalila nanaga santana
kodudila" anta hindaka tirugi trriga netaga tirugi bandu raja kaceriyali banda kunta kuntare
aramani yolagidanta nanam'ma krsnanilavéni nanaganda désa rajya tirugi phala santana
tandenendu tanniraga jalaka madikandu a tayi tumba seraga hakandu netaga raja kacerigi
bandu"telimyala neralu bhujabala bhima dé$a nada tiragi santana phala tandenapa nana
udiyolaga hakandu" udi cacidalu nintalt a tayi ninta galigi"bhama ninaga namaskara madatini
tdadara katakanda gandasa na déSa nada tirugidare bhakti nanda mecilla a dévaru nanaga

nn

santana kottila mata adapati katida henamagalu nt hogu bhama nanaga sikkila" "sari olematu raja
tidadara katakanda gandasa ninaga santana sigalila na phala santana padakanda baratinandu”
krsna nila nethtaga maniga bandu tanniraga snana madikandu butti tagandu ontikalaga nanam'ma
maitumba siri tUtakandu kubasa utakandu, €ladara vasta vadavi maitumba itakandu, bangara
jaritumba nira tumbakandu, kayi karapiira, takandu kaikelagina dadiyavarigi 1 maniga nive
sansara madi na baratana chaldo hottinaga niveé iri antandu namaskara madi a tra bittu makala
saluvaga putra saluvaga trabitta ira munda hota bandu, a tayi henga hota bandala nadedu nadedu
1 2 haradari nadedu bandare nadedanta kalu guli bandava jagadanta kai jalatava anadondu
jenatupa nanatayi bhelana kaliga $anamadatala, haccana gidaka nira hakatala, irugaliga sakari
hakatala, paksigaliga neralakatala 360 haradari tayi nadada nettaga hota bandala a ranolaga

bandu tayi nintu dodda cida gundi ridalu a gundina myala nintu suttamutta nddutala nodidare
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aligondu haradari tandi dévalaya matha kandidu, Sivalaya gudi kanditu, matha ela hala biddada
mathella bida bidada antandu hindaka tiruga hodare dévara nana bakti mecudila santana
kodudila" andu bada bada gudibali bandu karada kasi hulléla suttahaki tembagi nira dévara
jaguliga nannama kelagela sarisakandu a dévara gudimunda banda kuntalu. gudimunda 7 antasta
garadasakambada adara méla €ri nindaratini andu siri kaci hakandu vasta cala otanaga itagandu
kala hidilara kai hidalarada badigi sangada 7 antasta eri tapaguriyagi henga nindaratala 2 yam'ma
seraga takandu sanaga cindi madikandu siiji mala siiji, dabana myala dabana, ita siribanda madi
sirasa kelaga padagalu myala madi tapa guri yagi 1 1a 2 1a 12tasatana makala saluvaga santana
saluvaga tayi tapaguri yagi nintaldo hadadem'ma 12 tasina tapa nintare angaligadida rakta tayi
nettiydlaga ilada, todiyolaga rakta hotiyolaga, hoti'ediyolaga idda rakta bayiga ilida bandu
gidimunda bagilaga karalatila, karutidare tayi rakta halehanga haradada holehanga haritada
kottanta paramatma paravati paramatmibbaru hovina totadaga hovina vasanta adakanta nintidaru
nintare paravati pada nodidalu nodi enantala"enayya jagadisa ninagondu namo namaskara ardha
mandiga sukha kottidi ardha mandiga dukha kotidi na kotantaha henna magalu $isu kettu
vanavasa bilakatala bayaginda muginaginda rakta soralakatada tapaguriyagi nintala matta ni jata
na hogi a tayi kélida bhagya kottu bandanta dari bidisi 1 kailasa mathaka barabéku tandya" sari
olle matu ni hélida matu cennagada a tayigena vanavasa'ila makala vanavasa bandada adaka

kuntala avaga paramatma muppada mudukada jolagi hakandu ganti gaja §ula kaiyaga hidakandu

__________

munda nintana nintu gana gana gana ganti barisanu $ankha hodeda koda bhiksa anda am'ma tayi

krsna nilaveéli ninu estu sampiirna nijamagdakata nintidi darma kodab&ku magala
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enayya mutya nanu sampurna sukhadagida kelakatidi ena mutya entha matadakatidi intha
vanavasada ni sukha dagidilatidi dharma kodutayi mutya dharma kodalaka mane ila mara ila
akila byalila kodabeka magale ni gaddi dharma kodab&ku, na hogabéku, sari ole matu nina
ediyolaga $akti idare 1 7 antastina garudakamba eri nana maimyalina vasta vadavi sulakandu
jebinaga itakandu ondandu marikandu ni baduka mutya"mecide magalé nina dharma mecidi ni

nn

banda tapaguri yagi yaka nintedem'ma €na kadimada" "ena kadimila nina kotida tupadanga

mastada obbaru kodalaka obbaru taralaka €nidara €na sarthaka hottiyolaga makkalilla hotti
yolaga santana vila santana saluvaga bandini" "sari ole matu magale nana saukhyavagi bandido
nina tapa bhinna madi ilida ba santana kodatena gatti kodateneppa" dévare gatti kodatini 3 sala
keli tapa bhinna madi 7antasita garadagamba ilidu kelaga bandu iidi cacikondu kodapa dévara
nanaga santana andu nintare avaga paramatma jadiyolaga kaiyitta onde nagamali hova onde
gajari tayi Uidega iftta magale ninagdndu ninaga namaskara ninaga maga magalu punya makala
kodatini ida kayi kotidya hana kotidya kayi ambadu tilivaladu hana ambadu tilivaladu ili 80kati
jivarasi gala saluvanta ninu ninage henga gotagalila hena magala kotidya ganda maga kotidi
ganasa maga kotini ganasa maga kotina anta ni sambara padibyada 1 maga 12 varsa tana nina
bagalaka iratana 12 varsa nantara henasaluvaga para ondu désa hogutana hogi hena gedakanda
baratana ha enapa mutya enta matadati haudam'ma hangam'ma olematu maga dodavaradare budi
helamanta hé&lakanda. yamanandi patnaddlaga yamanandi r3jana maga krsnanilavéni maga
sanabana raja 1 balagiriraja anta hesaridu anta ella k&likandu a paramatmana kaliga namaskara
madulu. paramatma hontahoda a tayi magana hidakandu natka hinduka tirugi tra kadi
hontabandalu. bandu aramaniydlaga bangara tottalaga santanittu dévara madadaga ittalu dévara
madadagittu jalakamadikandu halu hannu hampalu hottitumba ttamadikandu tayi bangara batla

phalatagondu belligunda takandu rasapana madi a bangara batladaga kaiyaga itakandu kottanta
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dévaru dyanamadi madikanda gandana nempadyana madi a palasida bataga sarisyala sarisidare

devindra kaladalli devaloka kaladalli 9tingalu 9 tasinaga makkala

badukatareppa sari olle matu sutta mutta nodida maga bajara kanniga bittu, bégam bajara
kanniga bittu, san san hudugarellart pati pustaka kankolaga itakandu sali gudiga hogalakattara.
hadedantaha tayi padedantaha tayi nina myala manasuravali nanaga manege saluviddi, manege
belisiddi, hudugarella sali kalilaka hogalakattyara nanagdondu pati pustaka kddu nanu
hogutininda, yappa katagora hudugarinda hodare rajana maga ninu ninaga beli baradilla, ninaga
bhiisana baradilla, nim'mappana kara kalastini nim'mappa baratana kalisi kodatana"am'ma kai
kelaga dadiyavere hogi nim'mappana karakanda bara taya" anta andare avara bada bada bandu a
tandigi karakanda bandaru"yappa maga sali kalilaka hogutana anta kalisi ba yappa" sari olle
matem'ma kalisi baratinandu raja dina baja sangata halagikombi sangata nettaga tayi maniga
bandara bandu magana tainata madi tayi kudisyala a magana kudisi kandu nettaga mastara balik
bandu mastara balika bandu tandi sali budaka bandare a kuntata mastara myaga eddu'"namo
namaskara raja" anda"namaskara maga €kadeppa bandidi" "1 maga sali kalitana anta vidye
kalitana anta adaka karakanda bandini yappa adara olle matu kundarisi tandi magana kelagilisi
kurci myala kudisi ninaga cérakadaga bangara tidadara muttu ratna manikya tramunda hola ella
batti madastini mani kattisi kodatini cald hottinaga vidye kalisi kodabéku" adara olle matu yappa
antahéli kaceriga honta banda honta bandare ikada mastara kuntata magana bagalaga kuntu'"pati
kodappa" anda edakappa anda a nama barakddatini tandya a pati kaiyaga hidakandu a nama
sarasati patimyala baredu kaiga kotta galigi maga pada ndodida tandi hucca mastara ni idu naga
anta barilaka stli magana a anta barilaka adihoga siilimagana innéna béku maga ramayana
pustakagalu jaimini bharata sana bala Siksana ella nanaga tandu kodu tande ababa magane

enthentha odi baredora kailagalilla tilakandilla n1 kélatiyalla haudeppa 1tasa 1galigi kottare na
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0di kodatini adardlle matu ramayana pustaka jaimini bharata sana bala Siksana ella tandu magana
munda hakidara a pustaka kaiyaga hidakandu pana pana pana tegedu $ivane tandinta manadaga
dhyana madi hadedantaha tayi tandi dyana madi nannappa sana balardja kanthe'etti sali

gudiyolaga odakambagaligi a paramatma kottantaha §iva noduta sana balaraja raga tegitana tandi

tana tandana



XXii
Transcription of Narratives in Kannada

TOOWRCLD TOWT 3

QETNROD  TETBHYTW FTOTRT TPN) & T3 JoNTOH AP, T V0K WRT
TOB®E To0W WWToTOE  ToOTWeR & SOON DTNET TN F0L3REI0T0D, T3 TORAIN TR
TOREOHW, TBOBSONOFW, ST TRELBCINETTD DIPTY. 39, WOMDT =N T, [L, BIwede,
236507 I NOAI DATPT O AWFFT BHCLSACII [DIPCR.60TY 250N TedD 2 WO
BT DOWYTREON O [TPWT  BOOBYTACOM  NROBJREI  BRCLD  AQTEHEOMD
TRETVIREDT 3T FF mmsm %QS e 7000 =OB %@5 gesmo 66363 030073 DT
BB SHABHEOT RO WRW ¢ O[IN ITBRT 10w BRI RGReeomd D0 LAW
DORBRETD RT[I0W BRC/IOT TR SHNTT B3R BII0T BEJTY, WT OB T
T0iee SN SN LRI STLNRTTD  J0TFOW  TowBeO [NOW  BOD  Tvw 2803
BRWES, DO BRI, §IIM GOy DNOTIOW & YFWL DI0ITO "DTCIW, 00T, RRCREY
RACERD WOEONTTOZOW 83 WA 0D JTINWTOT, RACTRT WOEONTZ @00 TePTT
WOBT $eIF ¢ TRLWOW" BOTT & TommM TTW IR DTOTVT DT, T2 AT [RY WY
DTBO AT IR 3RPTI 00 TROINT TOTOJNCY TP J°F0 TPEAODD AW ITW
IR TOTT TR IVH IR TOBON TOTOT BReSACTMO BNETOST 1O BT [
TV DIEIT TRCOVTRMED T3 TREE TN GBI 300 ToT DFWS TRTIR," ©OTT
VT BRETIT TONTEY FDF TP W WBRETN T,ONTSY A 0NCYONTLIEB To TN BOTOI
BEQ" T3 To® STHNTT  ANTOBH® OIS RED TV Town SRTHS 30D @O Wwon

OB TOLN JPCRTT  TOWINTBNRCPMO 300 WOTN VA WOTN  2OTH aﬁ@% %@o&@e@ém oYM

SRERTT & TOLPRTRLT® DTOTY BROWTD "NTCIT, T9E0T, AFOT NPT TBewulerd OF WY



Xxiii
TBegelem” oL VFOIHT WD TeweIeRn VW WY TedI0" wouT "RMY Tewehy BGZOoIH
BT BeFSD Fewd, IVT ToL ToWTIR HOWEF DT [PRTG, LWTD [VOWD  FTAYN BReE &
BRCWTIN  OF  TOWOT TRRWY, WO T TBRENTT  FOWONTY, HOW ST/ BRENDT
ROWORY, B THWOT TR e T, & SRCWTMOLT TT[IWTY, TTBE FLLTOIT STW
nomzdyd @ 20w CBW OF WOW WOBEH CTW SRR [RLY DI, ¥ SRCTRCTFD 0T
0T TOMEY TRHO DTV BT [PR YL [PR TREN BNOTRAVEN, DTD TR N
DRTLER, TRMCD BHT IIT S0MPYOR), TOW WO BREWTRNR DAL [TPT [NOTNYN  JTIE
OTTL S AN WO FRDOT Bpeesd O SeeRTT Boh MoNSyd RFes Swewmen
2O OTD WOTHT DT WOW SRCWLY Y BRTEIT/E QD¢ BFPTeR TO LYTPD, AT
SOONT T, 3@@ TWO QWO 2Bee T 8RS [REEV, VO WOBHB T B[R T, oW &
WOTRT ROTWE &Y k3, dReQmo, 8 B3¢ B[P FRYH3 & BFW o /T ey DT
DT}, TRz AT [R DT AT TRY TOMTRI T DT T SRCRTIN WO T DIy
YRRBRBSTITY DT AT BRCLY 200STILY, DT TP BRW TR YWD [RRFOR 9
TR JNOTNEN TT Beap A 00D Y IX IO IHRL AINHIY IT 3D TN TI
BT J 03PN S0DO3RE WO BTY TI, LOW OB BY, wOT TEYINY T, (Y BT Ae o,
330 wwome Togte JReR BOD BBW e Becky ONTBROT WMo WWHOB DT FOREID To
T AT Beenzgd O[> BT AReFTON DY TEITY oRCRB/IN H WNF, dwesten
O JPBO BOTOT WD WD WY T ZRE) UBY BT BRCTIR" 8 93¢ WDTP 33T
8 B3¢ XDTP  BRCE AT BOD [RART  FZE D I0D [RRT  TT AT BAEN
IR0 T oD FPT TON TBReFRNBIonT A ITWoX JRUER" ©TeT TIOR3
TOSBRCTO, BT NIDROTT  "Te3T BR eﬁ@eﬁwmée) O PO 2 WTRRC 2NV SO

NROMRCOT TTT0D AT BT RO I %3% BRCO BRI VWD, BRCO JAOT =008 3080



XXiv

Wew VIWew. W WEWBT 8 WP oL VBRCFION TRINEWIN SRCLTNMD BSCINTITT Sz AIN
ROZOT BNBT 00N WNLER, AR DT WIWER," QTR TOWINTHT Few dpewd WTJeR
Fe9TOR NTOW (T TOWHRNID Tk 0D [RARTIZF IT  TRN TTE ©WT0Z IIN
DFPUY TENTY ARCFITON To 0V, TTY WOHCNBJIoN T A0, BO wETPB. ¥ 30D
TOWT ST AOTBI, Te, AWOTT[I, T3¢, BTR[IY, Te, IO, NedTew, T TN, T
WOH FFEyd AOTIED, STIVOH TIOWTREOM® 2,08 WM AFHPSN 3V HTOZOWD B[RV TRY &
TOOR N, TIOD Teeyodeedmo WDIPLY Swon Do FePTOR Tt oL IJTW, GT W00
BOFOW A0 WOWD ROMREOT TTWOO I0D BRCOFT WOTH R ©NSded  <won oW
QOTTOR 20N BHRUBHA & AN WRTT ONTOMD AT 3G TTH WRITOM® =Y WITHT,
WO BEY WY WO SOTRTIW, HTT SOMFRB, T SOMPFOTIW, ©NIOTOR TO  WITW
ondzon WEY WTITVT DTCIR, WHOT Hed TOOLNRET TOH VX WO BRL T T30 AT SMOD
30T N VNBON 3O WITOI, O WITVT "8 D VNS I FI nOG oL I
TeIT ToW BRCO TREMDSD Tz TPFO I B FoR" WOTT VT BREMJT  T0NTR
QT BRETHFYTD FoDF BT AIR,L0T BT oNY WRT SReBO T WedzoEdne AT FTO AN
BRI AO LY [PIOW ¢ TOnIT [T FY DT WD ONRT J0DWD. 9T, BT on¥
WRATT TOR LRTON 2O 3Y WITTVW/ WY WITHT JOTII, YV THFD SJLCTWLFOW Tegy FOR
LRATON WOBTRLRNABOB WFZON AT WHFOR DT & 0O WO ILPN WFIETOD & TogII
3YATT & 09BN VRO WOATBO WO WOR CIPN PSRN WFWO CIPN WFT TZL 00
SRR 2T ©TOTHT "NTCIT, ToR DT VAT JTIZIJEY & TOTR  LRASHETT WOHAITN
RRED 3 oMY PR VRO TR JPFO TIN EREWIOD ToW BRTEN" BOTT VT BRETHTV
TUONVJEY PRFDCY VIRLOT TRT oMY BT JReBO" WOBT "WRT SonT Wne Jeed I

TOBO I BT 30D %dﬁ@ﬁ m% TRCOEIDTI 2083 meg 3@571 LOTE WO D %deroriaef



XXV

S BeTT Do BRENS[OT" 3eRTT WIT TVTOQD Foed) T TYARTD. BRCL, TYAWI TR,
0N ROTIER FOOLWWRLDTVL WOOPTLNG OB AJ0T 28308 [WRWIVT  "®NOETD Tow IR I
TR TRBR ITNDT TRWRE  TRRBR ITOROTW NG 30DONOTH BOIZRCBDY  ST0n AOTWED &
Bew DI0TY ToT® FRCBTOY S0 AT WONER 1w v, NRIpCe B[RO VYD, WS
H0PT, oD, WoF NEezy WP, IRATPL TWTBE WY 1D =RRET® TON YOI
VYI0Z" ITTI, TOW RAOTED WD W WD ToT ERCRITVY ToT 8T TTBWE, B SRCRWD
wdede VBWONCOTT [I0TOWO TOL [PAT  FRWE  ART  ARCTLCTMWTD  ARCIOTIVT 300
BRRT TIT ANT DR TTYWOZ [OBWEF, WD [PR TIPR PN NTBIRLY NVOTT & D
CdReemo TEw TE® WOSR PN TRY JRCET NON LPEPMP TZH YYTBOMD  TREOLTRLONI.
SN LVOW oW AT W, VT WF NN TvoW A0TED NTOR HET Toww TosRew A
BRR SN JRRT, SHCRTT 0N B0 JET VHYB SN HT TT[WE, IDN JTE TTOD
ST FTRA IR TeTEd WTTOT. 00T B3N ISR, oo T3e0TON DO TEY PO WL
DT BBRE BN JeT TBed TR TS ITLIEFOTY FIBORCY WOTT WIS BN T3 T WS
TEY PR e ITTWT IOW TR NRRSRCTTD TOITT Tox NWD YWRETD IWIOW =N
TR0 20T "S03F ROTER....90T0" WOTT "I SN JoH DR WO PTI T/O IO DI
WO ©OTT NI WHOWCY TEY PO We@Re W To IO WO WICRT ToT TREMTD DY
BRI TPR YWER SRR LOT AP 70D BT [TRR YWD [RATOBD I TBRCVT 20T
FR000 TREO BT [RR DR T FOZ J0TFOW WP WIN [RATL. WIN TRR 30T

s:nmlp [RB TDIN WOTT. WO DTV, W W 8 DTN T BREN JLRCRLTITOR 02

WYE WHETOR TONOS T9 ooeB WISTOT ToR &gﬁ BRCOT WO DRCRTT, WO NS

&

©Uy TTBRE, NRE WERT, NBICY BReTs TITH TOTE CwOn 000 S[IN DT, BROCTD

W M

TR AN FTRFRIOBN? WOV TN 83 NS 30D WO TexT més JPR  TIROT IO WeL



XXVi

BNOT WO BRVTMD WIEAN [IPR SLN VIR WO 7 0D TOBWESORNT 3TTOR O 3 HTW
BHCVT AT WELD, AN BREOL OB, WOL T 8 HIY BT JRY BREN JRRTT, wwon
VTS DBRCOWDT PBReYs TREOW NON TENR TR FOOONST SN SHCR TR OF F0ZRCR
TTTOS TBT MO IDIN WO 7 FOD TOBSONOTR DWIFOW "DTEPO GpTT TR 30T
TRENBD 3RCWT TN J9m BREWIIN 3F IBETT, o Bpewd D Tws TeY FONLRNIZTIS

e

BN TN BOTOT BNSTOTD IRO D" WO HWTISY DYATOT Jen o FRews WY
QeoD Epewsmont ey HR WOMIT MR WIVT THR TS WD, WOMPT WIREY MR FY ITBR,
TOOW  AOTIED LN TDRT FO  WIBER TR [PWITVY & TR YT [TPRTOB TR
BRRFOTY "NTCIT, To D YWBEHIT LT NOBATIMD I O W 59O WRERNOW IeTIOW
To®, d0 AV B %éofmﬁ LBIOW NB NB D0 T DO0LVSA. "mécs O[T DeITWHT %sga
DN NOBT e T O FON DTO T FOIRR HFOR Tp T I AR T 30T
To30T" & Jeew DT TR T oW T, 6 WHOL TBOBSONT 6 e QS TFHYS LS 6
Bpemd Q6T ITWeR Fowd TIBT AV HBO FOIWA HRTOW NENE e ORI & TvoW
SRR HTOTOYR "DTWTTI 5@7@5@ ST DRWO PB[I e W) WN T SNAHT SNBLY, T9
STVNED Ve VT TWHERCOT AT oD TR SN TekN WBR F0E B 0N LBIOW &
T QeT BOW TOTITY T STNTY NTOB LT FOWee Tolk SIEROTD 3 Eeemd
HBROT 3 BREE D FOD TPFITWT LOM® 10T SONY HTW 20M¢ 6 Sony Teez= 630ne
DT [P AT TREST AT BREINON 6 V00 TBRCTE THONTWRET OB SHCRTI DO, ToP
AT DR D TEO AT TY NNIY B Epcwmen IF IJBOES TLH PORLCRMDTOD  BEY
PONTITT JINN FOTVD SWMITIT T e3P 38 Sresmon BN BNERCS DX WO ToT

AT VRO g DTBI I §O oOCy Wom 6 Son¢ AT BT RV TX IRT ©

TOONTZLCT 6 BRCETNY 3NN & SRCTTNRCYTO DEIFOT 6 30D eﬂmedmd ETON LROM 200TPT,



XXVii

Roman Transliteration of the Kannada Narratives

kambdoja rajana kathe

kamboja rajana kathi kannadadaga héltinappa Siva $iva, viragadiya deésadolaga s$ahapiira
pattannavittu a pattannakke §amaraja viddanu, raja §amaraja avana hendati tayi maharani pandevi
hotiyolaga makkalilla. belli bangara muttu ratna vajra manikya békadda masta galisyana
eniddara €nu sarthaka hottiydlaga makkalilla.60halli jagiru ré$imi batti bangarada kaceru
madiyilladorigi madi madyana munjilladoriga munjimadyana hola illadoriga holakottana bekadu
dharma madyana kai kelaga 7000 mandi kai k&laga raitaru yariddara én madab&ku aseyondu dari
bidadu a $§ivaniga karapiira ganti katyana jillegondu dari hididu dilliydlaga divasimba hodadana
desanada tirugidare hotteyolaga muttinanta hannilla, uddanda dhira kambgja tirugi tirugi
byasattu tirugalarada nintakandu rajakaceri munda kuntu raja cinti madutana, kudi madutana,
kaikelaga raitarella kuntakandu a raitaru &nantara"€nayya rajéndra goddu goddavanu
banjeyavanantandu 1 duniya mandi ninaganutara, goddavanu banjeyavanu anta hélidare antaha
kirti n1 padibaradu" andare a rajaga raitaru nodi €nantara"enayya raja nina myala manna suravali
nina myala kallakali tandi hottiyolaga santanavilla navu naukari madoridivi nima neralu namaga
haritada nama neralu nama hendariga haritada hottiydlagad muttinantaha gantu hotada mata nava
€kadana hontahogutivi nama rokka namaga kottabidu tandi nava €kadana hogutivi," andare"niva
hogudu n'yayavalla dharmakalla niva bardodu n'yayavalla niva yillayirabeéku na hogi santana
tarutini" désa nada tirugidare sigadantaha santana sikkila nava pancaga nodavuna tandi andu
avaga kuntu pancaga nodidare pancagadolaga tandi ondu rusi bandu ondu belli kaddiyolaga
pancaga nodidare a pancagaddlaga €nanta hontada"enayya rajendra iddanta mata hélabeka én

sulla. helabeka" tandi iddantaha matu hélabéku'"nivyaka sulla hé&lutiri" andare"sulla hé&ladilla
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iddantaha mata hélativi k&lu, nim tandi §amaraja hindaka éna madidda @ira munda kasvaga tota a
totadaga esta pabanda madidda ondu manusa hogalaka sambandilla, ondu ada hogalaka
sambandilla, asta pabanda madi tota kattida. a totadagambuda paramatma paravati saluvidantaha
akalu gangamaili a tumba akalu dina bandu antaha akalu totada myala manasittu, a totadolaga
banda a aidu nagamalli hiiva aidu tutta madi Gta madi hoga mundagaligi, dina barabéku ta
madabeku, hogabéku hotta kaleda tingalatu, pada bandu totadaga Gita mada mundagaligi idé
$amardja nettaga maniga bandu manilinda totaka bandu nodidare tandi gangimaili mailaka
totadaga bandu dina baratada dina bandu totilla hala madakatyada idé akalirabeku sari 6llematu,
idara tayinahada, takkina hada idara jiva na kole madatini, andu bandiiku bhara madi maddu
tumbi a banduka sangata akala janma kollida, a akala januma kollidare a akalu rajaga $rapa kotta
enantada"€nayya raja nina myala manahakali nina myala kalasuravali na €na nina totadaga bandu
€na bhagya titamadutiralilla €na nin hola oyyitiralilla, aidu nagamalli hiiva hottiga Gita madikandu
na hoga mundagaligi nana jiva ni tindidi bala tappa kelasa nannusiru ninagahattali nana kanniru
ninagattali nana januma ni yavaga tindiyo ondu akala hatya ondu $iSu hatya onda hennamagala
hatya bala kattada strT hatya kettada avaga raja nodi tandi akalu $rapa kotta yiddonda maga
uddanda dira kambgja raja nina magana hottigattali avanu huttuta goddavaga huttali huttata
banjeyavanagi 1 mrtya lokadaga kala madali antandu bala bala bala §apa kottu akala januma
kodatada" a akala januma kottare a akala januma kottida nina tandi madida karma nima tandi
madida papa nina hottiga suttakonduda nina tandi mata henga holagabekendare ninu vanavasa
padabéku" adéna vanavasa tandi h&lakdoda, adéna vanavasandare"d€$ada myala lokadamyala
hana phala bija agd bija tandu trigonda haradari nina békada hola nina kudda hola hasuna

madabeka, hola hasuna madi tandi
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bija bittabeku. bija bittidare a bija tandi doddavagi huitotavagi totadaga béligaladare avaga ninaga
santana agatada bhayi agibeku, baviyolagd nira barabéku," ella pancagadavara héli kottare
adanella keélikandu uddanda dhira kamboja raja tandi madidakarma nana hottiga hatyada
adaranta nanaga makkalilla huttuta goddavanagi na nintini, huttuta banjeyavanagi na nintini, sari
ollematu €la mandi hendura adara sunkam'ma dévi, sundaram'ma dévi, suram'ma dévi, mahadevi,
enantanda mali myala a tayi gitta 7mandi hottiyolaga makkalilla avaga raja kélikanda raja tandi
nanappa ara mandi karakandu sida banda tirigonda haradari tandi holaka bandu bavi agalab&ku
avaga mandi nintakandu bavi pijemadi a bavigi agedare agidanga bavidaga kalle baratava
agalidanga manna baratada, bari kallu mannu ondu tingalatu, erada tingalatu, naka tingaladinadu,
agalidanga kala baratava agalidanga manna baratada €nayya uddanda dhira kambdja raja nina
bavi myala mana hakali nina myala kalahakali bavi agadanga kala baratava, mana baratada'"t
bavi agilaka nama kaili agadila tandi nama d&$aka nava honta hogutivi nama naukari namaga
kodu tandi" andare'niva hoguvudu n'yayavalla niva hoguvudu dharmavalla inndonda miira tingala
ageda nodari nira bilatavend nima naukari nimaga kodutini" sari 0lle matandu a rajana mata kéli
mata bavi agilaka ninturu. inna mira tingala agedaru hange agedanga bari kalla baratava manna
baratada paramatma ivana guna nddabekandu raksasi kalisi bavidaga banderagallagakuntu
biddanga nira biddange kudadu a tandi bari kallagi bilabékandu a raksasina kalisidare a raksasi
myala manasuravali bari bandi yagi bayaga biddada bayaga biddare raitaru mandi nodi ena
anantara"€nayya raja naveta agadura nirahattavalu a raksasi baviyolaga bandeyagi biddala 3
tingala bavi agadivi nama naukari namaga kodutandi nava hogutivi" andare"niva hogudu

n'yayavalla dharmavalla innonda mira tingala ageda ndodari" andare"miira tingala agali nodi
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nama naukari namaga kodu tandi kaigaliga gulli hontava butti hotta talyaga buguti bandava nama

kailagadil

nama d&Saka nava hogativanda" bédidare avara naukari'ela kottu raja kalisyana. kotta kalisidare
nanam'ma tayi siridévi kambijaraja bayikatibala nintu enanta cinti madutara"jagadisa nava
ninaga &na papa madivi ninaga'éna karma madivi namagenta gati tandiyandu kuntakodaru avaga
siridévi a dévriga enanta $apa kodatala $iva nina Grigannu tci bilali, gajasiila muridu bilali, edaka
irabhadra sayali, balaka ganésa sayali, todimyala paravati bali ottali jadiyolaga gangi uridu
bilalinta" nanam'ma tayi siridévi bala bala bala $§apa kodatala $apa kottare paramatma pada
nodida aréré ivarigéntaha vanavasada tandi madida karma ivara sosabékagyada sosalakattara
tandi madida papa ivara hottiga hatyadanta paramatma dukha madi madi bavi gidamyala kuntare
a bavi yolaga pata pata mantrisi bavi myala hodeda galigi bayaga raksasi illadanga hontahoyitu.
avaga bayi tumba nira biddu, nira bidda galigi tayi siridévi uddanda dhira raja kambogja dukha
madi tirugi nddidaru, nodidare bayi tumba nira biddava avaga Siva paramatma namaga idé
sakandu namaskara madi maniga horata baratara. bandu avaga nanam'ma raja kacéridaga kuntu
hannu phala bija éna ado hogi niva désa nada huduki tarabékanta raitarigella andara avara hogi
desa nada huduki hanpa phala bija taratara tandu rajana tidiyolaga hakidare raja bija tdega
katakandu maniga honta bandu"ay siridévi....anda" andare"nana talimyala neralu bhuja bala
bhima prana natha éna suddi" andara"€na suddiyilla hanna phala bidd bija na tandini bija bitalaka
nava hogama ella jalaka madi Gita madri" anda ella 7mandi jalaka madi Gita madikandu nettaga
holaka bandu kaininda hola hasuna madi kudi katti svanta nintakandu bija bittanagi madidaru.
bittanagi madi totaka namaskara madi maniga bandaru. bandu 8dinatu. bija bitti 8 dinayitu na
hogi nodibaratenandu bija malaki odedava henganta na ndodi baratenandu raja nettaka holaka

bandu nodidare, ondu malaki bittilla paramatma midate bittana, midatella molaki kattarasi
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hakyava avaga raja $ivaniga €nayya jagadisa nava ninagena karmamadivi? anta namaga 1 gati

tandi andu dévara dyana madi mattonda sala bija

taganda bandu holadaga bittanagi madi nettaga maniga bandu 7 mandi hendatiyara karakandu
bandu 3 dina holaka nira bittu maniga honta bandaru. bandi mata 8§ dina ada myala hogi
nodidare, avaga molaki hontava molaki honta galigi haccaga hola kanalagatada avaga nodi raja
esta santdsa padatana padeda nittagd maniga bandu 7 mandi hendatiyariga ebisikandu"eddgliri
bhama nava totaka hogamu totaka hogi nava totadaga kasta padedare, nava totaka dukha pattare
hanna phalagalagutava avaga namaga santana agatadandu nadiri bhama" andu avarenella
ebbisikandu nettaga bandu totada bala nintu totadaga belli gudi bangara gudi basavana gudi katti
bitru bangara basavanna gudi katti nanam'ma tayi siridévi ottiga miira sala basavannaga piji
madutala a tayi jalaka madikandu piija madikanta"€nayya raja ninu tidadara katida gandasamaga
ninu kala bitaka kala bidagandu niratandu haku, na salaki gudali kaiyaga hidakandu gada gada na
nira tumbutini. "byada bhama nivéstadara henna magalu gandasa maga na idini salagi gudali na
mandi hendatiyaru 6 koda iki sannaki obbaki 6 koda nira tarabéku tandu hakidare salaki gudali
kaiyaga hidakandu gadagada niru tumbyara a tayi nddi enantala"estadaru telimyala neralu
bhujabala bhima n1 baggi baggi nira tirugalaka agavaldu na tirugitini ninu niru kadittakondu nira
tandi haku avaga rajaga bidasi salaki guddali tayi hidakandu a tayi nira tandu hakatala niru
tirugatala uddanda dhira kambgja raja akadondu 3 koda ikadanda 3 koda niru tandi hakatana
hinga onda tingala erada tingala 6 tingala hottatu 6tingala dina mana niru hottaru nira hottagaligi
6 mandi dodda tayidora pada nddidaru €ya, raja nina myala mana hakali nina kalla suruvali 1
totadaga kasta padedare hanna phalagodlagutava hanna phalagaladare namaga santana agutada 1

desadolaga 1 lokadaga makkala agadora esa mandi hara nina myala manna suravali nama kaili
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agudilla andu 6 tingala nira hotta bala kasta padeda a tayidora 6 kodagala tegedu a tdodadolaga

bitakandu 6 mandi am'madora tirugi tiriga banduru.
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Dalit Voices in Burrakatha (An Oral Narrative):
A Case Study of Kannada and Telugu

Skandgupta

Abstract

India is the conglomeration of different ethnic, cultural and linguistic groups viz. Astro-Asiatic,
Dravidian, Indo-Arya and Tibeto-Burman people. Each of these linguistic communities divide into
many modern languages that constitute 122 languages of which 22 are scheduled and 100 are tribal
languages (Ramakrishna Reddy 2013). Each language of the scheduled and non-scheduled languages
developed a type of oral narratives, viz., Yaksagana in Karnatak, Burrakatha in Andhra Pradesh and
Karnataka, Mohini Attam in Kerala and Kudi Attam in Tamilnadu, etc. These arts mainly cultivated
by the lower sections of the community in order to gain their lively hood. In the course of time, the
performers of these Indian folk arts made use of the Indian mythology, Socio-political conditions, the
lives of the down trodden and the Dalits. In the Telangana State, Praja Natya Mandali used the art
BURRAKATHA for the voices of Dalit and the down trodden people in the society. The main of the
paper tries to attempt how multifarious discriminated Dalits have consciously used oral forms of
literature to acknowledge themselves socially and culturally. Mainstream literature continuously
denied the validity of Dalit literature and its thoughts. Folk arts which consists of legends, music, oral
history, proverbs, beliefs, and customs that are the traditions of that culture, subculture, or groups tried
to use the folk arts for their acknowledgment in the multifaceted society. It is also the set of practices
through which those expressive genres are shared. Throughout the ages of oppression, oral literature
has held Dalit communities in difficulties of education.

Keywords: oral, folklore, culture, identity, expression, Burrakatha, Dalit

Introduction

Story telling is an important Oral tradition in India and there are several traditional ways of
narrating a story. Study of Oral narratives has been assumed a special importance with the emergence
of special academic department’s viz. Folklore studies, Comparative literature and Translation studies
etc. Earlier academicians used to look at some of the native oral arts of India at individual level, without
giving the importance to these genres, that involved socio economic conditions of the society,
contemporary issues of the people and cultural heritage of each art and the Dalit voices in them. In the
current studies of Indian folk arts and the oral narrative involved in them are given importance in the
Indian academia because they are the representation of the voices of the undermined people in the
society. Each folk art of the Indian Sub-Continent has employed one the other of complex schemas to
reach easily to the common people especially the rural people. These unforgettable folk arts of the
Indian Sub-Continent have also undergone so many changes, according to the changes that are taking
in the Indian society till the date and time to time. These changes are bound to impact the narrators of
the arts to change according to the changes that are occurring in the societies that existed.

About Burrakatha
Burra Katha is the most popular art form of narrative source of entertainment in the state of
Andhra Pradesh, Karnataka and the newly formed state of Telangana in India. The art form is very
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close to the common people or laymen in the society. The art is performed more in rural areas rather
than the urban areas. It is a stage-based art form in which a story teller who is a main reciter and two
other partners are accompanied. The partners are accompanied either side of the main reciter. While
depicting the story the main reciter uses all the sences like anger, humour, laughter etc. the term
“BURRA? refers to a stringed musical instrument worn across his right shoulder. The term “KATHA”
means a story.

Burrakatha performance
Courtesy: https://en.wikipedia.org/wiki/Burra_katha

Main Performer

The main performer of the art is called as (‘KATHAKUDU”) who plays the ‘tambura’ as he
dances rhythmically moving forwards and backwards on the stage while reciting a story. He plays a
vital role in making the Katha successful. He also wears a metal ring called Gajjelu (round shaped with
a whole in the middle) and carries a ring in his palm to add to the tempo while he sings. The co-
performers play two-headed earthen drums ‘DAKKI’ (in Kannada) and (Dinki in Telugu) to accentuate
the songs. All the three performers will be wearing anklets with tiny bells called ‘ANDELU’ or
‘GAJJELU’ which add to the music when they dance and perform. One of the drummer is referred to
as the ‘RAJKIY A’ who comments on contemporary political and social issues even if the main story
concerns historical or mythological events. The other drummer is known as ‘HASY AM?” and he cracks
jokes and provides comic relief and constantly keeps the audience well entertained and keeps up their
interest in the performance. The performers regularly address each other, and the co-performers often
interrupt the main performer to ask doubts on behalf of the audience and they add emphasis to the main
events in the story with short words and phrases like (tandana, tane tandanana).

The performers of in the coastal belt of Andhra Pradesh are called as Picci Kuntlollu.

Establishing the Place, Time and Historical Context

Generally, the performance would begin with a prayer song depending upon the people who
called them for the performance. The main performer introduces the story by establishing the place,
time and historical context of the action. The co-performers repeat the refrain of the narrative. The
story begins with the statement, VINARA BHARATA VEERA KUMARA “listen victorious sons of
Barata Maata”, VEERA GADHA VINARA “listen the victorious story”” which means, hear, the young
brave son of bharat (india), hear the story of the brave and the co-performers affirm the proceedings
with the words” tandhana tane tandhana na . After these introductions, the main plot begins in which

Language in India www.languageinindia.com ISSN 1930-2940 18:6 June 2018
Skandgupta
Dalit VVoices in Burrakatha (An Oral Narrative): A Case Study of Kannada and Telugu 225



http://www.languageinindia.com/
https://en.wikipedia.org/wiki/Burra_katha

all three performers take an active role assuming various characters in the incidents, as well as
providing narrative bridges between incidents. Thus, dance, recitation, songs, dialogues and enactment
of scenes provide variation within a strong narrative line of Burra Katha.

Burra Katha Stories

These Burra Katha stories could be mythological, historical and socio-political and patriotic.
The art became the medium to enlighten the people about the political situation which played an
effective role in conveying the message to people and awakening them during Indian Independence
Movement too. Since the art attracted the many common people during the independence time, the
British government had banned its performance in the Madras Presidency and, Nizam, the ruler of the
princely State Hyderabad, prohibited these shows in Telangana region.

Burrakatha Performers in Karnataka and Andhra Pradesh

Burratha katha is most popular in Karnataka as it is most popular in Andhra Pradesh. These
artists are found in Karnataka in the communities of Nilagararu, Kamsaleyaru, Choudkyaru, Goravaru,
Karapaladavaru, Burrakathegararu, Dombidasaru, Helavaru, Jogigalu, Tamburiyaru. In most of the
cases, these people found to perform about their communities and the legendary characters in them.
Among these communities Budagajangamma community which is a roaming community tell the oral
narrative stories by using the combination of prose and poetry style. This type of involving Poetry and
prose is known as Burrakatha, which is most popular art form in Andhra Pradesh. Similar foot prints
can be found in the bordering area of Karnataka. The people of this community who migrated from
Andhra Pradesh to Karnataka can be seen more in the bordering districts, such as Gulbarga
(Kalaburgi), Bidar, Yadgiri, Raichur and Bellari. These people tell the Burrakatha stories in Kannada
and Telugu at the border areas of Karnataka and Telangana (Andhra Pradesh). These artists never face
the Telugu and Kannada language as their barrier for their performance, as the local language in
Karnataka is Kannada. These artists give their performance in Kannada as they perform in Telugu
land. In Karnataka also, this art form is in severe danger.

Burrakatha
Courtesy: http://images-photos-drawings.blogspot.com/2014/10/telugu-jaanapada-kalaaroopalu-

images.html

Methodology
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For the study two codes are selected viz. Kannada and Telugu. Burrakatha is depicted in the
codes using the same story or narrative. Since the folk art is famous in both the states of Andhra
Pradesh and Karnataka both the states are selected for the study. Southern parts of Karnataka and the
United Andhra Pradesh are places for the Study. Shankarmma who is a bilingual and versatile in
depicting the stories using the Burra Kath in both the languages is selected for the study. Kamboja
Raja storey (family storey that deals with deceptive queens and an innocent queen), Aryavara katha
(family storey which deals with the three brothers and their deceptive qualities) and Baligiri raja kath
(family storey of barren queen) are taken for the study. The three stories were videoed in both the
language for the analysis. After the videoing is done all the visual texts were translated using the
ELAAN and PRAATH tools.

Analysis

By looking at the three translated texts which deal with the morality that precedes the deceptive
qualities used by the side characters in the three stories. While depicting these stories the performers
especially who belong to the downtrodden And Dalit sections have nativized the stories by using the
Burrakatha schemas and explained their miseries and sufferings using these stories. Since some of the
themes of the stories touch the hearts of the Dalits and the downtrodden they try to nativize and apply
their personal experiences in the story which subsequently have become the Dalit voices. Theses voice
cry for their food, equality, liberty, fraternity, place in the society and sometimes the entry to reach the
god who is in the form of idols. Pallath (1995) defines, that considering the historical roots of the Dalits
who have common cultural patronage viz. Low caste and the tribals as Dalit (Matriarchal) Culture
(Dalit Culture) and that of the Non-Dalits (Patriarchal/Solar) Culture (Non-Dalit Culture) says
performers always tries to implement some of the experiences in the folk arts. Though the two cultures
of Karnataka and the Andhra Pradesh, are different, but the sufferings and the problems of the Dalits
are equal. Since they are similar in their lives, the performers who are Dalits and the downtrodden
themselves are able to express their feelings along with the main plot and nativise them inspite of
linguistic barricades. These nativized stores were subsequently have become the Dalit voices. Samy
(2001) also presented similar kind of the opinion in “Cultural Expressions of Dalits”. He shows that,
though Dalits does not have their own folklore stories, they make use of the arts of the respective states
to express their miseries by using these folk arts. As the time passed on these stories were nativised
and regionalized as Dalits voices to express their contemporary problems. When these stories were
nativized they were abundantly filled with the rich folklore of expressions that close to Dalits.

Conclusion

Thus, by using the stories that have similar texts that deal with the Dalit sufferings were
nativised and ultimately made them as Dalit voices. For this nativization, Burrakatha has become a
great advocator for the upliftment of their lives. By using these Dalit voices Dalits have kept
themselves socially and culturally active. They showed their participation in politics, culture, and
society through oral literature and oral narratives. Yet the Oppressors have always denied the agency
of Dalits.
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